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Mapping Music Production: Professionals, Amateurs and 
the Field of Classical Music in Hong Kong 
Abstract 
This study aims to use the field theory of Bourdieu (1993) to map amateur in the 
relationship between the field of classical music production and the field of power, 
from the perspective of funding system in Hong Kong. The Hong Kong government 
has played a significant role in the development of serious music. Under the current 
funding policies, the two flagship orchestras of the Hong Kong Philharmonic and the 
Hong Kong Sinfonietta receive heavy subvention from the government every year, 
while the amateur groups receive limited sponsorships which pose difficulties for 
some. Stebbins (1992) believes amateur does not simply mean non-professional; 
professional, quasi-professional, amateur and hobbyists form a spectrum of level of 
commitment. Groups along the spectrum vary in their objectives and approach the 
funding system differently. Therefore, while Some groups are having difficulties in 
making their way in the field, some are capable in utilizing the public funding to 
achieve their objectives. The study examines how amateur music groups negotiate 
with the funding bodies; and how funding bodies as arts administration bridge the 
government and the amateur. Interviews are conducted with staff of Leisure and 
Cultural Services Department (LCSD) and relevant documentations are reviewed to 
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examine the current funding policies. In-depth interviews are also conducted with 
nine amateur western music groups to find out how amateur negotiate with the 
funding bodies. The major findings indicate that when arts administrators implement 
policies into practices, the procedures and systems create another set of value. Arts 
administration is thus a separate field. The key for amateur to get more resources is 
to adopt both the value and the administrative practices similar to the field of 
administration. This study contributes to discussions of amateurism which is 
understudied and discussion of cultural policies from the perspective of arts 
administration. The study further contributes by offering a case study of restricted 
field of cultural production in Hong Kong where studies often focus on large-scale 
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Like every piece of music is composed of different notes and rhythm, it needs 
different players to compose the field of classical music. As Du Gay (1997) portrays 
in his "circuit of culture", texts, production, consumption, regulation and identity are 
interrelated and interdependent. Indeed, the map of the field of classical music would 
only be made complete when all the elements are included. But in the context of 
Hong Kong, there are some linkages among all interdependent relation that 
particularly worth our attention. The theme of this thesis is about production and 
regulation in the field of classical music. 
Classical Music and Amateur 
Production of music involves people who produce music, but who are the 
producer? Gans (1999) identifies the differences in status between creators and 
performers under different taste culture. Classical music belongs to high culture 
according to his analysis where "more status to creators than to performers...unless 
they (performers) can demonstrate that they have taken part in directing their own 
performance" (Gans, 1999, p. 103). It implies that in classical music, creators are 
more respected. It is not difficult to understand when we pay tributes to classical 
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composers of Bach, Chopin and Mozart, much more often than we do to performers. 
The trend has changed though when classical performers getting more famous, icons 
like Lang Lang and Yuja Wang, or local artists like Trey Lee began to emerge. 
Performers are getting more attention. Apart from soloists, orchestras are getting 
more attention as well. The Hong Kong Philharmonic (HKPO) is getting more 
attention in recent years as they often work with international soloists and conductors. 
The orchestra also gets more attention when the Swire decides to sponsor them with 
$10 million every year starting from 2007. The frequent co-operation with 
international artists and commitment of private patron might imply improving status 
of orchestras in Hong Kong, but the success is actually limited to the major arts 
groups and professional artists. 
Amateur musicians are part of the music production, but they seem to be hidden. 
Every year, music graduates from the Academy of Performing Arts and the three 
universities struggle to find a job in the two full-time orchestras in Hong Kong, the 
HKPO and the Hong Kong Sinfonietta. Opportunities are limited, being a performer 
in Hong Kong is difficult. Some become music teachers in primary or secondary 
schools, many become full-time instrument instructors, working as free-lance. The 
improving status of orchestras seems have little impact on them. But being trained as 
a performer, many are still passionate about music performing. They start their own 
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music groups，some groups start small with just a few members, some grow bigger 
later. On the other hand, there are people that are not music graduates, but passionate 
about music. They start their music groups because music is a form of leisure for 
them. Either way, these people are not making their living out of the group, they just 
play music. They are scattered in the city, there is not even ways to estimate the 
number of these groups, but they are the producers of music, and they are part of the 
music production. This study is about how these amateur musicians make their way 
in the field. 
Amateur and Fields 
The simple passion on music might mark the start of amateur music production, 
but the passion alone could not help them to make their way in the field. We need to 
identify the position of amateur in the field of classical music production to know 
how they could survive. The forces driving the.classical music production, however, 
depend on other fields, it is thus necessary to understand the relation between 
classical music production and other fields. In Hong Kong, the government proves to 
be crucial on the development of classical music throughout from the beginning to 
the latest projects. Therefore, to understand how amateur make their way in the field 




The West Kowloon Cultural District 
The West Kowloon Cultural District (WKCD) project could serve as an entry 
point to examine the relationship between the arts production and the government. 
The project of WKCD has stirred up intense debates in the city. The public are 
concerned how the government is going to develop the 40-hectare reclamation land 
situated at the heart of the city. Law-makers, artists, critics and the community are 
skeptical if the government is heading towards the right direction on cultural policy 
planning so the project would not eventually turn into a mere property development 
project (Apple Daily, 2007 September 13; Hong Kong Economic Journal, 2006 April 
24; Hong Kong Economic Journal, 2006 May 11). One of the important elements in 
the proposed West Kowloon Project is the establishment of performing venues which 
aims to solve the problem of shortage, but to fill the performing venue, there has to 
be performances, enough performers and audience, and critics are skeptical if the 
software is adequate to support the massive development of hardware (ibid.). The 
discussion process revealed the pronounce difference between the government and 
the arts sectors on the expectation on cultural development. A 6-month consultation 
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was conducted in end of 2004, public opinion point out the public think there is a 
lack of cultural policy in Hong Kong, and the public is also concerned about 
single-package development approach suggested by the government (Legislative 
Council, 2004a). The government is keen on developing the hardware of facilities 
while many are concerned with the software of arts development. The WKCD 
highlights the distance between what the government offers and what the society 
especially the art sector wants. The discussion also highlights the role of the 
government in leading the arts and cultural development. Regardless the 
development of hardware or software, the project is going to have an impact on arts 
development in Hong Kong. 
Historical development 
The government has always been an initiator in arts development, classical 
music is no exception. The field of classical music can said to be dependent on the 
government throughout. The story dated back, to the colonial days when classical 
music was linked to the government from the very beginning. Back in the early 
colonial days, the music was produced and consumed by elites only, mostly the 
British. Starting from 1960s，it is the government that initiated the building of the 
Hong Kong City Hall for performing arts which provides venues for western serious 
music. Performance is the orientation of western music but not for the Chinese folk 
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music, thus the performance venues were established mostly for western arts. The 
venues set up have created the physical environment allowing western serious music 
to develop. 
The government also plays a role in music education. Classical music entered 
formal education following the British education system. It is institutionalized in the 
process when education institutions adopted training in classical music; the Academy 
of Performing Arts was also established in 1980s to promote tertiary music training. 
The Schools Music Festivals was started by the Education Bureau and the system of 
music examinations by the Associated Board of the Royal Schools of Music is also 
centralized by the government (Lam, 1999). The government also supports music 
development through the Urban Council and later Leisure and Cultural Services 
Department. The first professional orchestra of Hong Kong Philharmonic was also 
formed with the support of the government. 
Regardless, venue or education, or later we would discuss about funding, the 
government plays a significant role in initiating music development. In other words, 
music development has been dependent on the government. I would be more specific 
to illustrate the relationship between the government and the field of classical music 
production later on in this thesis, but it will be important to bear in mind their 
inseparable relationship. A point to note before we move on is that the influence of 
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government on music does not only limit to classical music, all music and indeed 
arts forms developed in the city indeed shared the same political, social and 
economic environment. 
Funding Policies and the Survival 
From the development of the City Hall to the recent project of West Kowloon 
Cultural District, the Hong Kong government has been an initiator. Despite there are 
various ways for the state to support arts, including taxation, regulations, direct 
expenditure, legislation (Becker, 1982; O'Hagan, 1998)，direct expenditure seems to 
be the major way Hong Kong government opts for. Huge amount of resources are 
allocated on arts and culture every year. In the year of 2008/09 alone, the 
government allocated a total of $2.7 billion (about 1% of the Government's total 
expenditure) on culture and the arts and claimed that the percentage share is "broadly 
comparable to that in some Western countries" (France) (Home Affairs Bureau, 
2010a). Funding policies which determines how resources are allocated become a 
crucial issue. 
The government might have the power to control and affect how music groups 
develop and survive through funding policies, but artists as an autonomous creature 
are never passive, the relationship between music groups and the government is 
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often uneasy. Resources are limited, apart from the two largest full-time orchestras 
namely the Hong Kong Philharmonic and the Hong Kong Sinfonietta are guaranteed 
with heavy direct subvention from the government, other amateur music 
organizations regardless of size and composition could only rely on limited public 
funding or other sources of funding. It often poses difficulties on their survival and 
development. It is estimated that there are hundreds of amateur music groups in the 
city who participate in music production. The fact that they appear to be left out in 
the resources allocation process deserves further enquiry. 
These amateur music groups are part of the field of classical music production 
and are in constant conflict and negotiation with the government which could be 
theorized as the field of power using Bourdieu's term. Bourdieu (1993) in his work 
‘Field of Cultural Production' suggests that arts and literary productions is an 
economic world reverse which contrasts with the field of power that follows 
economic principles. To survive under the fuiK^ing policies, they need to negotiate 
for more resources. 
1.2. Objectives and Research Questions 
The objective of this thesis is to position the amateur in the map of relationship 
between the field of classical music production and ..field of power, using the 
perspective of funding policies. Funding policy is selected as it illustrates well the 
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position of amateur in relation with the field of power as mentioned above. The 
process of negotiation involves the field of administration, it serves as the 
intermediary between the two fields of music production and power. Under the 
funding policies, amateur groups need to deal with the funding bodies who allocate 
resources. Meantime, the administration set up procedures and system during 
operation which might distort the original intention of the funding policies 
formulated by policy makers. Administration is thus a separate field that musicians 
need to deal with directly in the negotiation. On the other hand, amateur is no simple 
definition of 'non-professional', according to Stebbins, amateur has to be portrayed 
in relation to professional and public. The concept of amateur adds more depth to the 
discussion. Linking up the concepts and relations leads us to the research questions 
of: 
1) What is the position of amateur music groups under the funding system? 
How do amateur music groups negotiate with the funding bodies? 
V What is the role of arts administration in bridging between the government and 
the amateur, and thus the field ofpower and field of classical music production? 
Research Areas 
A few note on the research area of this study. The main focus of this study is 
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amateur local music organizations in Hong Kong. Amateur music organizations vary 
in a lot of ways including composition, performing repertoire, organization, 
ownership etc. In this study, all local western instrumental music groups (that consist 
of more than one member) would be included. The organization could take the form 
of orchestra, ensemble, bands, groups etc. For local, I am referring to groups that 
mainly operate, perform and rehearse in Hong Kong. Since there are only two 
orchestras in Hong Kong that operate on full-time basis, I would consider all other 
instrumental organizations as amateur for the time being. The distinction of 
professional and amateur is definitely no simple dialectic, but I shall leave the 
discussion in later parts of the thesis. 
As mentioned above, government can influence music groups through funding, 
regulations, taxation, education and censorship, the impact could be intended or 
unintended. The portrayal of the relationship between artists and government could 
be complicated if every aspect has to be covered, but there are some aspects that are 
distinctively important. Funding and sponsorship has the most direct impact on 
music groups as it affects the amount of resources to be mobilized. Funding system 
is thus the most important and appropriate entry point. There are three official or 
statutory bodies engage in the funding system, the Home Affairs Bureau provides 
subvention only to the nine major arts groups in Hong Kong and would not be put 
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into consideration in this study. The LCSD and the ADC on the other hand are 
important for amateur groups for entrance to the funding system. 
1.3. Significance 
The research is a case study of the relationship between amateur groups, 
government and arts administration. It contributes to the understanding of the current 
situation of music groups in Hong Kong, and to the formulation of cultural policy at 
a larger context. The proposal of West Kowloon Cultural District has stirred up 
discussions in the society on how a cultural district should be developed, and people 
start to concern too about the direction of cultural policy. Attitude of the government 
affects allocation of resources on arts. From the cultural policy level to the 
implementation level, when various procedures and personnel are involved, the 
policy might bring unintentional influence. The exploration of dynamics between 
music groups and funding bodies evaluates the effectiveness of current funding 
policy on music groups, and investigate under such policies, how music groups make 
their ways for development. 
The significance of arts administration in the system would also be addressed in 
this research. Arts administration refers to both administrators in the government and 
in music organizations. The skills of arts administrators serve as the midway between 
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various parties in the process of production and consumption, mediating between 
government, patrons, audience and artists (Pick & Anderton, 1996)，their importance 
is seldom addressed in the discussions of arts policy in Hong Kong. As one of the 
key players in cultural policy, their influence should not be underestimated in order 
to improve future policy making and implementation. 
This research would serve as a case study examining the concepts of amateur. 
Amateur activities are getting common, not only in the field of music, but also in 
dance, theatre, sports, photography and other specializations. Amateur is traditionally 
regarded as practitioners who earn their living elsewhere, and their standard is 
inferior to the professional, but amateur and professional are no simple distinction. 
We are moving towards the "Pro-Am" era (Leadbeater and Miller, 2004) where 
amateurs can reach professional standards, and amateur activities are not only for 
leisure. Amateurs can also be active and committed. The concept of amateur is not 
fully explored yet, this research would offer more understanding to the discussion of 
amateur with the concept of serious leisure by Stebbins (1992). 
1.4. Chapters Overview 
This thesis consists of seven chapters. Chapter 1 starts with a brief background 
of the relationship between classical music and the government as a interrelated one 
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fills with conflicts and negotiations. The dynamics serve as the entry point of the 
research which aims to explore how amateur music groups make their way for 
development. The research questions are introduced and so are the concepts of 
amateur and arts administrations. The significance of the research is also identified. 
Chapter 2 gives the overview of the development of orchestras in Hong Kong 
with Hong Kong Philharmonic (HKPO) as the start. Development of cultural policy 
would also be covered, a brief overview of the current funding policies would also 
be addressed. 
Chapter 3 consists of the literature review of the key areas of 1) field theory by 
Bourdieu, 2) amateur and 3) arts administration. Firstly, the dynamics between arts 
and state would be theorized with the framework of field of cultural production by 
Bourdieu. With the concepts of field, it leads us to the exploration of other concepts 
including negotiation, position-taking and habitus. The relation between field and 
policy would also be portrayed. Secondly, the concepts of arts administration would 
bring in to illustrate the significance of administration in arts production. Thirdly, 
literature on the discussion of amateurs would be reviewed. Concepts of professional, 
amateur and amateurism would be explored. 
Chapter 4 is a note on methodology of this research. Accounts would be given 
to justify in-depth interviews and documentation as methodology. 
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Chapter 5 starts with the case studies of nine local western instrumental groups, 
on how they operate and develop in relation to the current funding system. Groups 
would be categorized into ‘quasi-professional‘, 'amateur' and 'hobbyists' and be put 
along a spectrum according to their level of commitment, seriousness and standards. 
The spectrum is useful for the understanding of how groups approach the funding 
system. The concept of habitus would also be introduced to see how systems of 
dispositions affect their inclination and thus strategy in operation. 
Chapter 6 would illustrate how amateur music groups would be successful in 
getting more resources if they acquire the habitus similar to that of the funding 
bodies. The funding bodies create their own sets of values during the allocation 
process, the amateur need to adopt the administrative language in order to gain better 
position in the funding system. In the case studies, quasi-professional and some 
amateur are more aware of the importance of administrative practice than the others 
and are thus more able to obtain resources. At the end of the chapter, the discussion 
would revisit the theoretical framework, mapping the amateur in the relationship 
between the field of power and the field of classical music production, with the field 
of administration serving as the intermediaries. 
Chapter 7 would draw the conclusion of the thesis, responding to the three 
research questions raised earlier. Implication of the study on cultural policy would be 
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addressed. Limitations of the study would be identified with suggestions of future 
research direction in the area. 
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Chapter 2 
The Scene of Classical Music and Cultural Policy in Hong Kong 
2.1. Defining Classical Music and Beyond 
Classical music is broadly defined by the Oxford Dictionary of Music (Kennedy, 
2006) as music composed roughly between 1750 and 1830 (i.e. post-Baroque and pre 
-Romantic) which covers the development of the classical symphony and concerto. It 
is "music of an orderly nature, with qualities of clarity and balance, and emphasising 
formal beauty rather than emotional expression (which is not to say that emotion is 
lacking)". It is generally regarded as having permanent rather than ephemeral value. 
And 'Classical music' is used as a generic term meaning the opposite of light or 
popular music. 
From the musicological perspective, classical music is defined together with 
historical perspective. Classical musicians are faithful to history in terms of style and 
text (Parakilas, 1984). “The Western classical repertory was assembled alongside the 
first scholarly editing of classic scores, which make performers think of old music as 
something restored rather than handed down, the product of a particular time and 
place rather than handed down" (p.39). Musicians play the classical music with the 
same instruments with a single technique despite its flexibility. Classical music thus 
represents a music using the traditional text, played with certain types of instruments 
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with certain techniques that are historical. 
Sociologists tend to approach classical music more critically; classical music is 
treated as versus to popular music, art is just another cultural practice that functions 
as a system of distinction (Bourdieu, 1984). The intrinsic value and meaning is 
bogus and music is more of a practice than aesthetic text (Johnson, 2002). 
2.2. Development of Orchestras and Classical Music in Hong Kong 
There are very limited studies on classical music in Hong Kong from a 
sociological perspective. Literature on music generally portray only the development 
of music in Hong Kong (Yu, 2001; Zhu, 1999)，analysis from sociological 
perspective is mostly on popular music (Fung, 2004; Fung and Tse, 2001; Ng, Ma 
and Lui，2006). Literature on classical music is mainly music critics (Chow, 1998; 
Gao, 2000). 
The literature most cited in the field is Xianggang yin yue fa zhan gai lun (香港 
音樂發展槪論）[Discussion on the Development of Music in Hong Kong] edited by 
Zhu Rui-bing (1999). The author outlines the development of music in Hong Kong, 
from media, education and cultural perspectives. The development of orchestras is 
integrated in the larger picture of music development in Hong Kong. 
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Early Development 
Classical music has been brought to Hong Kong since early century, yet the 
field started to develop much later. It has long been activities enjoyed by elites and 
only became more widely known and accessible to the public after the Second World 
War. Under the stable political and social environment, western music entered a new 
phrase of development in the 1950s. The Hong Kong Philharmonic Orchestra 
(HKPO) first performed in 1957 in the University of Hong Kong. The establishment 
of the Hong Kong City Hall in 1962 marked a new era of development. The 
cooperation between HKPO and the City Hall facilitated the development of close 
relation between local orchestras and the government, which also paved the way for 
the government to become the largest patron when HKPO became professionalized 
in 1970s (Chow, 1999). 
Apart from HKPO, there were several amateur orchestras in Hong Kong. The 
more notable ones were Hua Nan Symphonic Orchestra (華南管弦樂團)with all 
Chinese musicians, and the Victoria Chamber Symphony. 
1970s 
1970s was the golden age of music development in Hong Kong, not only 
orchestras developed rapidly, but the whole cultural field was getting prosperous. 
18 
The milestone of serious music development was marked in 1973 when 1) the Urban 
Council is financially independent and able to plan for more recreational activities; 2) 
the first Art Festival was held where high quality arts performance across the world 
was introduced to Hong Kong; 3) the professionalism of the HKPO in 1973 which 
improved the standard of music for both performers and audience. Apart from the 
three key breakthroughs, social factors like improvement of general living standard 
of society, and immigration of artists from China also facilitated the development of 
serious music in Hong Kong since then. (Chow, 1999) 
The HKPO enjoyed a steady development since 1973, other amateur orchestras 
also started to develop. The Pan-Asia Orchestra and the City Symphony Orchestra 
were established in 1976 and the Lim Kek Han Philharmonic Orchestra in 1977 
(renamed to China Philharmonic Orchestra (Hong Kong) in 1997). But amateur 
orchestras were constantly lack of resources, they were financially unstable and their 
administration was not efficient. Either they ^topped operating after one or two 
performances or there were not enough regular performances for the orchestra to 
sustain (Chow, 1999). 
1980s-1990s 
More amateur orchestras and instrumental groups were established in the 
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1980s and 1990s. Community orchestras, wind bands, percussion groups, chambers, 
quartets etc, different forms of music groups emerged serving different sectors of the 
community. The groups were mostly set up by professional musicians except for the 
Tom Lee Wind Ensemble which was established by corporate. But unfortunately, 
while there were new amateur orchestras established, not many managed to sustain. 
Successful examples were few; one of them is the Hong Kong Symphony Society 
established in 1982 and the Shatin Philharmonic Orchestra in 1992 as the first 
community amateur orchestra. 
An important milestone during this period was the establishment of the Hong 
Kong Sinfonietta in 1990. Made up of local music graduates, the Hong Kong 
Sinfonietta has now grown into one of the flagship symphony orchestras in Hong 
Kong. The establishment is a response to the demand of live accompany for 
performing activities and educational performance in schools (Chow, 1999). Since its 
establishment, the Hong Kong Sinfonietta has been receiving great support from the 
Urban Council and the Regional Urban Council, Hong Kong Academy for 
Performing arts and local universities. The orchestra has planned for the 
professionalization since its inception, and in 1999 it became the second 
professionalized orchestra in Hong Kong. 
Along with the development of orchestras in the two decades, came the 
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development of cultural venues and civic centers in all districts by the government 
which drawn more attentions to arts and cultural activities. By late 1980, there were 
city halls in Tuen Mun, Shatin, Tsing Yi and Tsuen Wan; the Hong Kong Cultural 
Centre was opened in 1989, providing more than 2,000 seats in the concert hall and 
another 2,000 for theatres. (Chow, 1999) More promotion strategies are encouraged 
through the use of posters, pamphlets, and leaflets. The increasing need for 
information of arts resulted in different parties starting organizing talks, sharing 
sessions of composers and musicians. These parties include governments, academics 
and the different cultural organization (Lai, 1999). Apart from infrastructure, Council 
for Performing Arts (later became the Arts Development Council) was established in 
1982 (Chow, 1999) to advise the government on art policy and allocate part of the 
government budget on arts. 
2.3. Models of Cultural Poli cy and Policy in Hong Kong 
European vs. US 
European 
The orientation of cultural policies a state adopts is highly dependent on the 
relationship between arts and the state. Arts and state could otherwise be unrelated if 
there is not reason for the government to intervene. The rationale of intervention 
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affects how cultural policy is formulated and implemented. Different states could 
vary in their rationale behind intervention, but there are largely two models, the 
European and the United States. 
The relationship between arts and states is deep-rooted in Western Europe, the 
history could be traced back as early as the times of ancient Greek. The democratic 
ancient Athens was active patron of drama which is very much a state religion 
(O'Hagan, 1998). The state patron history continues since the 15^ Century, when 
European kings and princes assumed absolutism, they controlled the role of 
subsidizing and policing the stage, (ibid.) Patronage of arts become an established 
tradition among kings and princes and are continued by the regimes after monarchy. 
Absolutism has brought another purpose for arts, in the Third Reich, arts is a mean 
of national glorification in Germany and is heavily subsidized for propaganda 
purpose (Zimmer & Toepler，1996). The cultural policy in France has always been 
"stressing the importance and grandeur of the French nation, thus using the term 
"culture" as a synonym of nationhood as well as of a specific expression of 
statehood" (Zimmer & Toepler，1999). 
Situation is different in welfare states including Sweden and Norway, the notion 
of equality is stressed instead. Government needs to legislate for the rights for equal 
access to national culture (Mulcahy, 1998; Pick, 1988; Zimmer & Toepler, 1999). 
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Bakke (1994) illustrated with the case of Norwegian cultural policies, identified “the 
welfare state's task is to make sure that the goods are present, that is, that they are 
created or made, and that the goods are distributed equally among the population". 
Equal access to culture is a civil rights as important as social and economic equality 
(Zimmer & Toeploer, 1996). 
The patronage tradition and the notion of equal access lead to the formulation of 
cultural policies for some European countries, both result in high level of patronage 
on arts activities. The level of direct expenditure is high in Germany, Austria and 
France, but the case is different in Britain. The model of United Kingdom can be 
regarded as the half-way between the European model and the United States model 
and would be discussed later. 
United States 
The American model is characterized by little state support and high level of 
support from third parties. The lack of tradition of royal patronage explains the 
absence of government support for performing arts in 18出 and early 19出 century 
(O'Hagan, 1998). The United States is free from burden of high arts as national glory, 
popular arts is celebrated instead. As a place of opportunities, United States 
championed economic and personal freedom (O'Hagan, 1998), the model is often 
linked with economic principles. Arts and culture have been examined from the 
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economic perspective (Benedict, 1991; Feld, O'Hare & Schuster, 1983; O'Hagan, 
1998; Schwartz, 2000) since the very beginning. As Cummings pinpointed that the 
involvement of US government with arts tended to be centered on two questions o f : 
1) Should the government be spending any public money to aid the arts?; and 2) If 
and when the government did spend money on art, did the people - both government 
decision makers and the general public — like the art they got? (Cummings, 1991). 
The concern is derived from liberalism. Upholding liberalism, United States believes 
in market choices and thus features a 'market-biased regime'. Market forces best 
serve the general welfare, the government should only intervene when the market 
fails to benefit everyone (Zimmer & Toepler，1996). Patronage in America often 
started by private patron instead of the state, the state only involves in arts support 
indirectly through encouraging private donation or tax credits to arts institutions 
(O'Hare & Feld, 1984).The National Endowment of Arts provides arts supports for 
artists but the level remains to be low, the state support serve more like symbolic 
gesture of the government in committing in arts (Chen, 2009). In sum, the American 
model concerns with the economic principles in justifying state supports on arts, 
market forces should be respected with limited intervention from the government. 
United Kingdom 
The British follows the so-called "arm's length" principle which sets in apart 
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from the European model and moving closer to the American model. Arts council in 
the United Kingdom is not simply the government's channel for arts funding, it is a 
quasi-autonomous non-governmental organization. It takes decisions independent 
from the party politicians. The convention of indirect administration gives rise to the 
"arm's length" principle of arts policy-making (Peacock, Rizzo & Brosio, 1994; Pick, 
1988). The direct expenditure of United Kingdom on arts is way below many 
European countries and in the recent years the British is also more enthusiastically 
embracing the American model than governments in mainland Europe (O'Hagan, 
1998). During the times of Thatcher, government funding for arts is reduced and 
emphasis was on incentives for private sponsorship. The shift of "enterprise culture" 
"enshrines the values of liberal economics, emphasizing three key principles: the 
efficiency of markets, the liberty of individuals, and the noninterventionism of the 
state" (Alexander, 2007, p. 188). 
The arm's length principle keeps the government limited in intervention, but it 
does not change the fact that arts council needs to be 'accountable' for using public 
money. Pick (1988) has identified the shift of accountability to the government not 
the allocator. The accountability is political, and the language used also change. 
Instead of expressing in aesthetic judgment of satisfaction and spiritual benefits, 
economic benefits need to be put in to justify for support. The change of language 
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also happens to Australia which also adopts the arm's length principle, 'artists' has 
become 'clients' and ‘arts practices' have become 'programs' etc. (Caust, 2003). Arts 
bureaucrats now need to set management objectives to be assessed against the 
principle of efficiency, in order to get the funding, artists might need to adopt the 
same language as the bureaucrats. The arm's length policy might keep artists from 
direct intervention of politicians, but not administration. 
Three Types of Cultural Policies 
The models of different level of state intervention lead to three different 
orientations of cultural policies suggested by Pick (1998). The prescriptive policies 
"define the parameters of art, control all means of artistic creation and control all the 
means by which the arts maybe publicly and privately enjoyed" (p. 109). Advanced 
countries do not need that except for change in structure of society, this is often used 
in developing countries. The second type is descriptive policies, it "does not seek to 
impose a persuasive redefinition of art, nor does it seek to impose systems of 
control" (p. 110). It encourages diversity, different notions of arts could exist. 
Resources are allocated base on ‘common sense' (Chen, 2009), and the system is 
opened and disclosed with no information hided. Prescriptive policies are often 
found in well-developed societies with public institutions that are well entrenched 
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(Pick, 1988). 
The third type of is reactive policies which is the opposite of the prescriptive 
policies. It involves setting up of agencies that react to requests and wants of the arts 
markets (Pick, 1988) and does not involve direct interventionism. The government 
would only intervene when the artists are in need, it would either take action to 
remove the hazards for artists or be supportive in short term. There is no moral 
obligation of these support measures. (Chen, 2009; Pick, 1988) 
Cultural Policy in Hong Kong 
The Hong Kong Government first positioned itself in arts development in 1977, 
the decision was internal at first and published in 1993 in the "Arts Policy Review 
Report", the roles of the Government in the development of the arts have all along 
been “a co-ordinator and catalyst, as a provider of the necessary infrastructure and as 
a promoter, providing where necessary, financial or other assistance" (Legislative 
Council, 1993). The reactive policies put the government in a passive position, and 
would only provide support when there is strong need, and the support would be 
short-term. 
The Executive Council had stipulated in 1981 a set of policy objectives for the 
promotion and development of the arts (Legislative Council, 2006c): 
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1) the provision of the necessary venues and facilities for the performing arts; 
2) the development of community activities for the general public; 
3) the provision of training in the perfo 
4) rming arts at pre-vocational and vocational level; 
5) the development of professional performance groups; 
6) the achievement of the highest standards possible within the constraints of 
finance and available resources; 
7) the establishment of the Advisory Council for the Performing Arts; 
8) the provision of general support and encouragement to performing arts 
organisations. 
After the handover, the government continues to take up responsibility in arts 
development. In the 1997 Policy Address, the Chief Executive proposed that the 
government to "continue with efforts to sustain an environment in which freedom of 
artistic expression, pluralism and diversity will thrive, and awareness of our heritage 
heightened." (HKSAR Government, 1997). In a paper by the Home Affairs Bureau 
in 1998, it spelled out the role of the Government to be supportive in arts 
development. It said 
“As ‘culture, is an all-embracing term, a culture policy, if any, would 
necessarily have an impact on a wide spectrum of areas.... If the definition is 
so broad, it would not be plausible for Government to formulate a culture 
policy which encompasses every aspect of life.... On the other hand, the 
Government sees the need to continue playing a supportive role in arts 
development and to encourage the provision of a rich, colorful and varied arts 
environment, blending the best of East and West. We will ensure that the social 
environment remains conducive to diversified arts development, encourage 
creativity and promote understanding of our national heritage." (Legislative 
Council, 1998). 
The current cultural policy echoes similarly and includes four elements: 1) 
respect freedom of creation and expression; 2) provide opportunities for participation; 
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3) encourage diversified and balanced development; and 4) support environment and 
conditions (venues, funding, education and administration) (Home Affairs Bureau, 
2010b). 
2.4. Supporting Arts Groups 
Chen (2009) provides a brief development of government arts funding since the 
start of cultural policies in 1977 when the government adopts the reactive policies. 
The first wave of arts subvention is for classical arts form including classical music, 
ballet, dance and theatre, examples of organizations are HKPO, Hong Kong Ballet 
and Hong Kong Repertory Theatre. The second wave started in 1981 featured the 
more experimental arts organizations like Zuni Icosahedron and the Fringe Club. The 
advisory Hong Kong Arts Development Council (ADC) is established in 1982 and is 
changed to a statutory body in 1995 responsible for planning and supporting arts 
development with the power to allocate funding. In 2004, the Performing Arts 
Committee is established. The Committee published a report in 2006 suggesting the 
major arts group to be funded by a single body, and more supports for small-medium 
sized art groups. 
The emphasis of arts support policy has long been focus on the major arts 
groups until the recent few years. The government did not divide arts groups or 
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artists into professional or amateur, instead the term "small art group" or 
"small-medium art groups" were used to compare with those groups outside the 
major ones. The term "small art group" first appeared in an official document of a 
3-year plan consultation paper published by ADC in 2001. The ADC (2001) tried to 
put "encourage arts servicing agencies and impresarios to assist small art groups 
promoting their business as well as their arts" (p. 11) as one of the way to achieve 
enhancement of artistic level and social status of artists. But the discussion soon died 
down, and in the following few years, there were scattered discussion raised by the 
community on inadequate supports on small arts groups. The government did not 
assume much responsibility to solve the problem, more than once the Home Affairs 
Bureau which responsible for the overall cultural policy emphasis on the role of 
ADC in supporting small/medium sized art groups, with the LCSD supporting the 
major ones. It is always a need to balance the need between major and small art 
groups (Legislative Council, 2006a; Legislative Council, 2006b). 
The Performing Arts Committee made recommendations in the same year, 
advising the authority to broaden its supports to not only venues, but more 
comprehensive support. In response to the report, the administration agrees to put 
more resources in supporting local budding and small-scale groups, presenting and 
sponsoring performances at non-LCSD venues. The government also agrees to shift 
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the support from programme based to art group based. In 2008, the government 
mentioned for the first time its commitment to help small and medium sized arts 
groups to rise to the league of majors by providing the ADC with additional 
recurrent resources to increase the support to them. (LEGCO, 2008b). Recently, the 
government also mentioned about raising the standard of arts administration of small 
arts group (Legislative Council, 2009). 
2.5. Current Funding Systems 
Rationale 
The objective of current government funding on performing arts groups is "to 
enable the public to have access to quality performing arts programmes at affordable 
prices for the purpose of enriching the cultural life of the community and enhancing 
the overall quality of community life in Hong Kong" (Legislative Council, 2008b). 
Regular funding is to enable arts groups to achieve excellence and development with 
stable financial income. On the other hand, the government tries to ensure diversity 
and excellence by placing "a tiered funding system to provide incremental funding 
support to artists/arts groups with good potential so as to establish a progression 
ladder for the promising budding arts groups to progress to small and medium sized 
groups and for some, to progress to the league of majors in future" (Legislative 
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Council, 2008). In the long run, the government believes that subverted arts groups 
would graduate from the subvention system as they build up their audience base and 
reach their level of maturity. There is the need for art groups to expand their 
audience base and corporate sponsorship and donation. 
The system separates arts groups into the major ones with subvention and small 
and medium sized groups, the government is commit to support them while 
encouraging them to develop base for other sources of income from audience and 
corporate. 
Currently there are mainly three government bureau/departments and statutory 
bodies responsible for supporting arts groups and arts activities. Music (referring to 
serious music) together with theatre and dance are under the category of performing 
arts and are under the same funding system. I will go over each of these 
organizations and provide details on the schemes available. 
Home Affairs Bureau 
The work of Home Affairs Bureau (HAB) is oriented towards the community, 
one of their visions is to enrich life through supporting and promoting the 
development of the arts, culture, sports and recreation etc. One of the most important 
functions of HAB relating to public funding to music is to provide regular funding to 
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nine major performing arts groups', which include the HKPO and the Hong Kong 
Sinfonietta. Funding to the nine groups reached a total of around $259 million in 
2008/09 (Home Affairs Bureau, 2010a), with more than $60 million for the HKPO 
(Hong Kong Philharmonic Society Limited, 2009) and nearly $20 million for the 
Hong Kong Sinfonietta (Hong Kong Sinfonietta, 2009). 
Leisure and Cultural Services Department 
Under the HAB, the Leisure and Cultural Services Department (LCSD) is the 
main body regulating resources concerning cultural activities. One of the most 
important functions of LCSD to serious music development is to provide and 
manage venues for performances and rehearsals. The LSCD is also responsible to 
develop audience, encourage creativity among artists, provide instrumental class 
through the Music Office etc, but the venue seems to be the most important for 
performing arts especially for orchestral music which space could pose a big 
constraint. 
Programme. 
Collaboration. There are two types of collaboration. Firstly, the LCSD supports 
artists and performing companies may take the form of "Presentation by the Leisure 
and Cultural Services Department" under the LCSD venues (including 3 city 
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halls/town halls, 4 civic centers, 3 theatres plus the Hong Kong Cultural Centre, 
Hong Kong Coliseum and Elizabeth Standium). The Department offers a fee to the 
artists and retains all box office proceeds. Collaboration can be one-off presentations 
or the commitment of a series of performances over a longer period of time, 
depending on the programmes offered by artists and their long term planning and 
needs. Secondly, collaboration may also take the form of "Programme Sponsorship", 
in which LCSD provides non-profit-making cultural organizations with the free use 
of venue, ticketing service and assistance with publicity. All production costs are 
borne by the sponsored organizations, which retain all ticket proceeds (Leisure and 
Cultural Services Department, 2010a). 
The Cultural Presentations Section reported 263 concerts were organized 
(including choral and Chinese instrumental), attracting more than 130,000 audience 
in 2008/09. 
Audience building. The Audience Building Office under the LCSD sponsors 
schemes on community audience building and school arts education which aims to 
"raise cultural literacy at school and community levels" and "provide opportunities 
for performance and audience building to local artists, including budding and 
small-scale performing arts groups to support their development and striving for 
excellence" (Audience Building Office, 2010). The schemes include Community 
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Culture Ambassador Scheme and School Arts Education Scheme. 
Venue 
Rental subsidy/reduction scheme. LCSD is responsible to manage the 16 
performing venues, providing facilitation and support for hirers. As a means to 
encourage private sector initiative in promoting arts and culture, arts organisations 
could apply for a discount of 65% off for the use of major venues, or 50% off for 
minor venues (Legislative Council, 2006c). In 2008-09, the LCSD has waived more 
than $36 millions of rent under the scheme, 2897 arts groups and almost 2600 
performances were benefited from the scheme. 
Venue Partnership Scheme. The Venue Partnership Scheme (VPS) aims to 
foster a partnership between the venues and performing arts groups/organizations 
which could build up images of both parties, optimize usage of facilities and enhance 
community involvement. Since 2006，20 Venue Partners have joined hand with 11 
performing arts venues. Support to the Venue Partners is given in various forms, 
including priority use of venue facilities, free work stations, enhanced publicity 
arrangements and part of the funding for organizing activities and related production, 
staff and administrative costs. Activities organized by Venue Partners cover a variety 
of stage performances, educational and audience-building activities in varied art 
forms (Leisure and Cultural Services Department, 2010b). 
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Hong Kong Arts Development Council 
The Hong Kong Arts Development Council (ADC) is a statutory body set up to 
support the broad development of the arts in Hong Kong. One of the major duties is 
to allocate grants to arts groups. Since establishment in 1995，ADC has been 
receiving subvention from the government every year. The subvention varies every 
year; the subvention reached more than $106 million in 2003/04，but once dropped 
to $70 million in 2007/08. The latest subvention in 2008/09 increases to $84 million, 
23.8% is for administration cost, only 58.3% is spent for grant support provided to 
arts practitioners (Home Affairs Bureau, 2010c). 
Grants 
There are three main grants offered by the ADC, namely the 
One-Year/Two-Year Grant, Multi-project Grant and Project Grant. The 
One-Year/Two-Year Grant subsidizes the grantees administrative costs and other 
expenses over the grant period; it aims to provide strategic support contributing to 
the professional development of local arts organizations. There are altogether 39 
grantees, but only 4 are under the category of music, and only the City Chamber 
Orchestra of Hong Kong and the 4 Gig Heads Percussion Groups fit the definition of 
orchestra in this study. (Hong Kong Arts Development Council, 2010b). The 
Multi-project grants aim to support to local small and medium sized arts 
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organizations. Organizations will organize two or more independent arts projects 
with artistic value and of strategic importance, and that can contribute to the overall 
arts development in Hong Kong. In 2007/08, $8.6 millions were granted to 35 
organizations with the Multi-project grants, among them less than 3 are orchestras. 
Project grants support independent arts activities like performances and exhibition 
etc. In 2007/08, $5.7 millions were granted to 39 performances, 5 of them were 
western orchestral performances, other performances included theatre, choral and 
dance etc. 
Others. 
The remaining budget of ADC is used to for proactive projects overseen by 
ADC related to arts promotion and arts education. It cost around 17.9% of the overall 
subvention in 2008/09. The grants support education projects and commissioned 
projects include internship programmes, artists-in-residence or publication of 
yearbook etc. 
Author's note: 
‘ N i n e major performing groups include: The Hong Kong Chinese Orchestra, the Hong 
Kong Dance Company, the Hong Kong Repertory Theatre, the Hong Kong Philharmonic 
Orchestra, the Hong Kong Sinfonietta, the Hong Kong Ballet, City Contemporary Dance 





This chapter would provide a theoretical framework for the study which 
centered on the field theory suggested by Pierre Bourdieu (1993). The framework is 
selected as it offers an account to the negotiation between the field of arts production 
and the government, which is the focus of the studies. Nevertheless, in the specific 
local context of amateur orchestra and funding policies, the framework is limited. 
The concept of arts administration and the discussion of amateurism would be added 
to provide a more comprehensive framework for the analysis. 
3.2. Theorizing State and Arts 一 the Field of Cultural Production 
There is little objection to the fact that arts is related to the state. O'Hagan 
(1998) and Pick (1988) try to specify the state-art relationship in the policy level, and 
try to capture different models of intervention, based on different rationales, through 
funding, regulations, taxation, education and censorship. Becker (1982) theorizes the 
relation with the idea of art world. Art world "consists of the people and organization 
who produce those events and objects that world defines as art". The state is 
regarded as a part of the art world where the state like other participants, affect art 
production both by suppressing or supporting (Becker, 1982). 
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Bourdieu further theorizes the relation between arts production and the 
government through the concept of field. In his work The Field of Cultural 
Production, Bourdieu (1993) explains the state intervention as an attempt to 
dominate. The state, which is conceptualized as the field of power, attempts to 
impose its principle on arts production, or the field of cultural production. The later, 
in response, actively negotiate in attempt to uphold its own principle. 
Field and Position 
The concept of field has been used frequently in Bourdieu's works in describing 
different sets of relation especially those in relation to power. In his work The Field 
of Cultural Production, Bourdieu (1993) demonstrates the production of literary and 
artistic as a network of relationship between agents. Field is defined as, 
‘‘a network, or a configuration, of objective relations between positions. These 
positions are objectively defined, in their existence and in the determinations 
they impose upon their occupants, agents or institutions, by their present and 
potential (situs) in the structure of the distribution of species of power (or capital) 
whose possession commands access to the specific profits that are at stake in the 
field, as well as by their objective relation to other positions (domination, 
subordination, homology, etc.)" (Bourdieu and Wacquant, 1992, p.97) 
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The notion of objectivity here refers to values, ideas, desire and narratives produced 
by, and characteristics of the structure, as opposite to disposition of individuals 
(Webb, Schirato and Danaher, 2002). It involves another concept of habitus and 
interests (illusio). Each agent or institution comes into the field carrying its habitus; 
that is the system of values and disposition. Everyone comes into the field with their 
specific interests, to be interested, in Bourdieu's terms, means ‘to accord a given 
social game that what happens in it matters, tat its stakes are important and worth 
pursuing (Bourdieu and Wacquant, 1992, p. 116). Agents carrying the habitus with 
them all struggle to gain more interests with the capital possessed. 
The relation in the field is thus formed by active forces or struggles. Players 
within the field struggle to defend or improve their positions, to safeguard and 
impose the principle of hierarchization most favorable to their own products. The 
strategy involves the acquisition of more capital, but it depends on the distribution of 
specific capital in the field, how the players perceive on the field and the perception 
they have in the field (Bourdieu and Wacquant, 1992). The existence of field 
depends not only on the existence of the players but also the interaction and probably 
struggles and conflicts between them. 
The Field of Power 
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The field of power is significant for it represent the domination. Bourdieu 
(1996b) describes the field of power as "a field of forces structurally determined by 
the state of the relations of power among form of power, or different form of capital" 
(p.264). It is the site of struggles among holders of different form of power. The 
struggle over the power to dictate the dominant principle of domination could lead to 
the state of equilibrium in partition of power. The negotiation could take the form of 
symbolic confrontation. There are different sub-fields within the field of power, each 
carrying their capital and interests. The objective hierarchy among fields is featured 
with economic field is value the highest, then the administrative and university fields 
in the intermediate positions, with the artistic field in the lowest. The dominant 
principle of hierarchization is economic capital which is opposite to the 
hierarchization of cultural capital as an inverse hierarchy. Under this, artistic field 
ranked the highest with economic field the lowest. But the administrative field is not 
purely intermediate and all neutral, it moves towards to dominating hierarchization. 
The Field of Cultural Production 
In his work "The field of cultural production", Bourdieu (1993) gave detailed 
account to the rise of literary field and how it is in constant negotiation with the field 
of power. As mentioned, the artistic field is actually within in the field of power. 
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Figure 1 illustrates how the field of cultural production is positioned in the larger 
context of class relation. Higher position within the field of class relation represents 
more possession of economic capital. The field of cultural production is within the 





Key: 1- field of class relation; 2- field of power; 3- literary and artistic field 
Figure 3.1. The field of cultural production. 
Restricted and large scale field of production 
The struggle within a literary or artistic field is often between two principles of 
the heteronomous principle and the autonomous principle. The heteronomous 
principle is arts produced for those who are dominating the field economically and 
politically while the autonomous principle produce 'arts for art's sake' where the 
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producers identify with degree of independence from economy. (Figure 2) (Bourdieu, 
1993) The heteronomous principle of hierarchization lose all autonomy for the 
economic gains, success is measured by indicators like sales or honors within the 
field. Success for the autonomous principle of hierarchization is by contrast the 
"degree specific consecration", the term by Bourdieu (1993), to describe the degree 
of recognition by those who only agree with the criterion of legitimacy producers 
agree on themselves. They reject economic capital and strive for the cultural capital 
and charismatic qualification. 
The division of two principles draws a distinction between restricted field of 
production and large-scale field of production which serve the autonomous principle 
and heteronomous principle respectively. Bourdieu identified advertising, television 
and journalism as large scale production while avant-garde and bohemia as restricted 
production. To sum up, the two fields of production contrast with each other in terms 
of 1) orientation with restricted field produces art for art's sake, while large-scale 
field serves the economic interests, producing goods that appeal to the mass; 2) 
autonomy, restricted field enjoys high autonomy yet still under influence or being 
bound by the larger economic and political environment, large scale production is 
totally under rule of the outside environment and especially under influence by 
political and economic domination; and 3) audience, restricted field of productions 
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produce for producers or those that recognize their logic as legitimate as versus large 
scale production produce for wider scope of audience and those in political and 
economic domination. 
Field of cultural production ^^^ 
CC+ I ; CC-
i Restricted sub-field of ； Large-scale sub-field of 
I production 丨 production 
CE- CC-
Key: CE - economic capital ； CC - cultural capital 
Figure 3.2. Restricted and large-scale of production (adapted from Bourdieu, 1996) 
The Negotiation in Practice 
The field of cultural production is in constant negotiation with the field of 
power. Heikkinen (2008) uses the case of comics in Finland to demonstrate how 
government policy influences definitions of arts and the formation of the emerging 
artistic field. Heikkinen (2005) conducts similar study on arts field in Nordic 
countries to show arts support is highly determined by arts administrative definition. 
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The field of power also includes the commercial, Chong (2000) cites the case of 
Haacke whose exhibition has been cancelled at the Guggenheim Museum due to 
business interests. 
Field and Cultural Policy 
Prior (2005) describes Bourdieu's theories as "pitted against the hackneyed 
espousals of governments and organizations rhetorically committed to exposing the 
mass of the population to 'great works of art' in order to improve their cultural 
knowledge". 
Bourdieu is suspicious to national cultural policy. He rejects the idea of 
perceiving culture as a mean of 'humanising the world', as he sees the current 
institutional deployment of that culture as itself in need of 'humanisation' (Aheame, 
2004). It echoes with his own idea that the field of power is trying to dominate and 
impose its logic against other fields. But while it is expected Bourdieu would incline 
for a democratization, attempting to equalize cultural produces, surprisingly he is 
skeptical towards the notion of populism. Bourdieu describes as ‘populist，any 
'policy of cultural diffusion tending to consecrate the culture that can actually be 
found in the popular classes, and thus to attribute to it the status of an authentic 
culture, (and he is skeptical as) he saw this as a tendency that could be found in more 
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or less masked forms in a range of existent cultural enterprises.' (Ahearne, 2004, 
p.43). Bourdieu is opposed to the alternative known as 'populicultural' where the 
legitimate culture remains to be recognized and diffuse to classes that originally 
dispossess. He sees this ambition as the ignorance of the fact that dominated and the 
dominant culture owe their characteristics to the structural relation that they maintain 
with each other, (ibid.) 
But recognizing the impossibility for the state to stop reproducing its own social 
order (Aheame, 2004)，Bourdieu suggests that a proposal to policy orientation 
should be more than simple democratization of legitimate culture or abolition of 
hierarchies. The word ‘arbitrary，is the keyword. With no compelling ground for one 
culture to dominate against another, popular cultures could also be substitute objects 
for cultural policy for the arbitrariness the system carries. 
Nevertheless, the legitimate culture is itself arbitrary. It is the collective belief 
that leads to the legitimation or 'misrecognition', and this guaranteed misrecognition 
is "maintained by an elaborate network of institutions whose agents themselves have 
vested interests in maintaining that value" (Ahearne, 2004p.50). After all, those who 
invested their identity on artistic heritage or bring culture to people, or even the most 
virtuoso, might be convinced of the need to acquire the legitimate culture, but they 
are not the one mastering the rules of the game. 
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It comes inevitable for Bourdieu that the reflection on cultural policy would 
encounter what he calls 'antinomies' as there are always several competing 
principles of domination (Aheame, 2004). The cultural field is forced to depend 
upon what they must also oppose, but there are a certain number of conditions 
regarding the existence of a critical culture that can only be assured by the State 
(p.73). Aheame (2004) made an excellent conclusion of Bourdieu's stand, '[the 
cultural field] must expect (and even demand) from the State the instruments through 
which [it] can acquire [its] liberty in relation to the powers-that-be - economic 
powers, but also political powers, i.e. as regards the State itself. 
3.3. Arts Administration 
Bourdieu's analysis on field has provided a tool kit to explain arts production 
and cultural policy, however, in contemporary discussion of policy, the significance 
of arts administration is undermined. Practically speaking, arts administration does 
occupy an important position of intermediaries in the communication between artists 
and the state. Theoretically, Bourdieu did mention the administrative field, in terms 
of hierarchization of economic capital, occupies the intermediate position and is a 
separate field, little emphasis has been addressed to it. More scholars start to 
recognize the administration is a field with significance. It carries its own sets of 
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habitus and capital that carries its own characteristics. 
Role in Arts Production 
Arts administration, arts management and cultural administration are often used 
interchangeably (Dewey, 2004). It is necessary to know the definition of arts is to 
know what exactly arts administration manages. Fine arts, commercial arts, applied 
arts, unincorporated arts and heritage arts are all under the cultural sector (ibid.). 
Wyszomirski (2002) defines cultural sector as "a large heterogeneous set of 
individuals and organizations engaged in the creation, production, presentation, 
distribution, and preservation of aesthetic, heritage, and entertainment activities, 
products and artifacts". Those who ‘manage’ the arts is the administrators, Pick and 
Anderson (1996) have identified three types of administrators. He/she might work in 
arts organizations with groups of artists that either promote a particular art form or 
run venues, travelling shows or festivals. The administrators might also work for arts 
department of a large organization, like arts department of a government authority, 
regulatory and funding bodies, or advocacy and research body. The final type of arts 
administrator do not work for the purpose of promulgating arts, instead they work in 
bodies that "set the general legal, fiscal and educational parameters within which art 
is presented and which mould the audience for them" (Pick and Anderson, 1996). 
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The role of art administrator is “to create an aesthetic contract between an 
artists and an audience in such a way that the largest possible number of people 
receive the maximum pleasure and benefit for the art" (Pick & Anderson, 1996，p. 16). 
The tasks performed by arts management or arts administration is identified by 
Martin (cited in Chong, 2002) as the application of the five conventional 
management functions - planning, organizing, staffing, supervising, and 
controlling - to the facilitation of the production of the performing or visual arts and 
the presentation of the artists' work to audiences. Bendixen (2000) suggests that 
modern arts administrators do not only limited to the simple conventional 
management tasks, despite both take the role of mediator; manager of business 
setting and arts managers are different. The actual task performed by arts 
administrators is to connect the external social world and the internal art world. The 
internal world is held by value with their own sets of structures that are exclusive 
from the external world i.e. the market. They are the mediator between two extremes, 
on one hand, the extreme which disregard content or subject (such as products and 
services) for profit maximization, and the extreme that dominated by content (like 
reputation and excellence in the field) on the other (Bendixen, 2000). The products 
or performance of arts does not appeal the market or obey the law of supply and 
demand alone, they aim to challenge their interests in arts. Failure of arts is thus not 
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merely market failure but the being misunderstood by public or even the audience 
(p.ll). 
Arts administrators need to pick up both the languages of the public and artistic 
language in order to mediate between the external and the internal world, and the arts 
world and the public. Artistic language is to be imaginative and inspirational, but the 
public might not understand such language. To bridge the two languages, arts 
administrators are thus characterized by "bilingualism" (Bendixen, 2000). The 
process of mediation itself becomes a form of creativity and is influential in the 
production of arts. 
This form of 'creativity' of the new breed of arts administrators raised concern 
of some scholars in fearing the encroachment of management language on arts. 
Haacke (1986) is skeptical about arts administrators being trained in business school 
and are less likely "to have an emotional attachment to the peculiar nature of the 
product they are promoting" (p.61). He illustrates with the case of US museums 
which boards of trustees are members from business and finance, and they actually 
run an art organizations like business organizations. 
Despite sharing the ultimate aim of connecting arts to the public, different types 
of administrators have to follow the objectives of the organizations they work for. 
The relationship between artists and the external world is made complicated by the 
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arts administrators that attempt to bridge two languages where through their 
mediation create their own language. 
Arts Administration and Field 
Occupying the intermediate position within the field of power, it is increasingly 
recognized that administration is in itself a separate field. Despite they are 
functionally attached with either the art group or the public bodies, they carry sets of 
habitus, cultural and economic capital that bring into the game. 
3.4. Amateur 
Putting Amateur in the Field of Arts 
When we talk about artists in the field of cultural production, what we refer to 
are often practitioners that are fully engaging in the field, they are artists that make 
their living out of their pursuit, or 'professional artists'. Amateur are often left out 
from the picture. Brooks (2002) explains that data on arts amateurs are relatively 
sparse, and descriptions of the labor supply in any profession generally make wage 
the focus of discussion. Amateur who generate little monetary income used to pose 
little significance to the discussion of arts and economy. Apart from economy, 
scholars approached the professional with the discussion of power. Becker (1982), 
for instance, distinguishes professionals from mavericks, folk artists and naive artists. 
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The professional are those who can make canonical art works in the conventional 
way of the structured, organized art world. The differentiation between professional 
and the rest lies in the power to define arts, the focus is who owes the power to 
define, instead of whom. 
The Serious Leisure 
Some scholars approach amateur from the perspective of leisure as amateurism is 
becoming a phenomenon. Leisure is increasingly significant in contemporary society, 
it is also getting serious at the same time. Roberts (2006) has made a an observation 
on the nature of leisure where he believes that 
"old work ethic would be replace by a new leisure ethic that leisure time would 
become pivotal in people's lives, meaning that, instead of leisure time being left 
over, other things would be slotted in around leisure commitments and that 
leisure values would spread from leisure into other areas of life, including work." 
(p. xi) 
Leisure could be committed and serious, Stebbins (1992) terms the phrase of 
"serious leisure" as "the systematic pursuit of an amateur, hobbyist, or volunteer 
activity that is sufficiently substantial and interesting for the participant to find a 
career there in the acquisition of its special skills and knowledge" (p.3). 
Defining amateur 
In the discussion of serious leisure, Stebbins (1992) gives depth to the most 
common understanding of amateur as being 'non-professional' using the 
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Profesional-Amatuer-Public (PAP) model. Stebbins suggests that amateurs should be 
distinguished with hobbyist and volunteering, despite all three types could be 
regarded as serious leisure. Amateurism is the most central one in the serious leisure 
as the motivation and contribution are the highest and institutional role is closet to 
professional. They are "characterized by necessity, obligation, seriousness, and 
commitment, as expressed by regimentation (e.g. rehearsals and practice) and 
systematization (e.g. schedules and organization), and progresses on to the status of 
modem amateur for some and professional for others" (p.9). Thus under Stebbins，s 
definition, amateur here does not include dabblers despite they are more 
knowledgeable and active than public. Amateur looks for durable benefits and are 
committed to their pursuits. 
Stebbins (1992) further divides amateurs into six types according to level of 
commitment and career path. The devotees are highly dedicated; the participants are 
moderately interested in their pursuits. Pre-professionals are amateurs who intend to 
become professional, pure amateurs do not hold such aspirations, and the * 
post-professional refer to those who abandon their profession but still want to 
participate on part-time basis. 
Professional 
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The discussion of amateur cannot be done without the concept of professional. 
The most common understanding of professional is those who earn at least 50% of 
their livelihood from their pursuit, "spend the majority of their working hours 
enacting their professional roles", they are also marked by excellence of the services 
provided (Stebbins, 1992, p.21). The counterparts who are not professionals in the 
pursuit are the amateurs. But there are not necessarily amateurs in all professions, 
there are professions determined by examination and state-run licensing procedures 
that prevent and eliminate amateurs from participating in the field. It divides 
professional into two categories, the client-centred professions and the 
public-centred professions respectively. (Stebbins, 1992) The key distinction is the 
"monopolistic control over training and service" (p.36) of the client-centred 
professions, the latter are given no right to control, especially the professions 
themselves, the client is the one to evaluate. 
But regardless of the categories, the more in-depth understanding of professional 
in general usually adopts the attribution approach where specific characteristics are • 
identified to define professional (Hall, 1968; Larson, 1977). Larson (1977) 
approaches the concept from several dimensions, the cognitive which centered 
around body of knowledge and techniques applied to work, the normative dimension 
on service orientation and ethics, and the evaluative dimensions which compare 
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professions with other occupation. Stebbins (1992) summarizes the work of 
Greenword，Parson and Gross Kaplan, and comes up with the list with nine attributes 
defining professional (p.23): 
1) Professionals turn our unstandardized products and services. 
2) Professionals are well versed in an exclusive body of theoretical knowledge and, 
at times, technique. 
3) Professionals share a strong sense of identity with their colleagues, from whom 
they develop a sense of community, a sense of being members of an in-group. 
4) Professionals master a generalized cultural tradition associated with their line of 
work, 
5) Professionals use institutionalized means of formally or consensually validating 
the adequacy of training and the competency of trained individuals. 
6) Professionals work constitutes a calling in which the primary concerns are 
consistent application of a standard and provision of a service or product, and the 
actual monetary return is secondary to the work itself. 
7) Professionals are recognized by their clients or publics for their special authority, 
based on knowledge, experience, and, in some cases, technique. 
8) Professionals services and products provide an avenue for attainment 
9) Professionals work is self-regulated or autonomous. 
Regardless how the attributes are clearly defined, both Larson and Stebbins admit 
that the boundaries of professional could never be clear-cut, the attributes could best 
be treated as ‘ideal-typical’ definition of professional. 
Professional-Amateur-Public 
The ideal attributes is limited in giving a full picture of what professional is 
because professional could only be made when there is the presence of the amateur 
and their public. This Professional-Amateur-Public (PAP) model is suggested by 
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Stebbins. In his work Amateur, Professional and Serious Leisure, Stebbins (1992) 
offers a comprehensive view to understand professional which cannot be mentioned 
without the relationship of professional with amateur and the public, the three are 
interdependent. 
He distinguishes professional into the category of client-centred professions and 
the public-centred professions, professions in art, science, sport and entertainment 
belong to the public-centred professions. They have no power to "monopolize their 
own training and productions" (p.35), and the power is left to the market which is 
determined by laymen. Adler even describes the situation of fine arts to be 
determined by market success, which becomes the final arbiter of colleagueship, the 
final validation of a product as art and of its marker as an artist (Adler, cited in 
Stebbin(1992)). 
Public-centred professional, and so as the amateur, cannot be separated from the 
public they are serving. In the PAP model, the public 1) provides financial support in 
return for their products through purchasing tickets or donations; 2) provides • 
feedback to the adequacy of the products; 3) provides role support which motivate 
the practitioners to continue the pursuit, it could include emotional support; 4) 
participates themselves in the production like being volunteer (Stebbins, 1992). The 
relationship between professional and amateur and their public is interactive. The 
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public could be actively involve in the production, but even when they do not, 
professional and amateur "takes the public's outlook and limitation into account 
when composing, constructing, or producing work" (p.60). For public-centred 
professional, it is the public that make the professional. 
The Spectrum 
In sum, the distinction between professional and amateurs is no simple dialectic. 
Instead of being 'either/or', professional and amateur spread along a spectrum. 
Leadbeater and Miller (2004) raised the concept of Pro-am revolution which could 
serve as a bridge between the two. It is suggested that amateurs nowadays are as 
committed as professionals. Pro-Am are "amateurs who work to professional 
standards... (they) are knowledgeable, educated, committed and networked, by new 
technology" (p. 12). Many of the defining features of professionalism also apply to 
Pro-Ams: they have a strong sense of vocation; they use recognised public standards 
to assess performance and formally validate skills; they form self-regulating • 
communities, which provide people with a sense of community and belonging; they 
produce non-commodity products and services; they are well versed in a body of 
knowledge and skill, which carries with it a sense of tradition and identity. Pro-Ams 
often have second, shadow or parallel careers that they turn to once their formal and 
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public career comes to an end. 
Leadbeater and Miller (2004) gives the idea of the spectrum begins with 
fully-fledged professional, then decreases with the level of knowledge, time and 
money earned from an activity, comes the Pro-Am. The skilled amateurs, devotees 
and dabblers belong to another end. 
3.5. Chapter Summary: Amateur Arts Groups, Administration and the Field 
With the two elements included in the field analysis in this study, the framework 
of this study is made more comprehensive. In the case of amateur orchestras in Hong 
Kong, the spectrum of professional and amateur shows different level of 
professionalization，which indicates different level of success in negotiating with the 
field of arts administration. I argue that the field of cultural production is in direct 
negotiation with the field of art administration as the intermediaries bridging it and 
the field of power. The success of music group depends on the success in utilizing, 
communicating and negotiating with the administration, which could serve as a • 
gatekeeper to more resources. With the above framework, the research questions are 
again proposed: 
1) What is the position of amateur music groups under the funding system? 
2) How do amateur music groups negotiate with the funding bodies? 
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3J What is the role of arts administration in bridging between the government and 




4.1. In-depth Interviews 
Two methods would be employed in this study for the data collection; they are 
in-depth interviews and documentation. Both methodologies aim to understand the 
dynamics between amateur music group and the funding bodies. 
Amateur Music Groups 
Miller and Glassner (1992) believe that information about social worlds is 
achievable through in-depth interviews. The interviewees not just construct 
narratives, but social worlds. In-depth interviews are conducted with music groups 
with the belief that through their narratives of the situation they are facing, they are 
constructing the field they are in at the same time. 
Music groups vary in their scale, organization, repertoire, membership etc., the 
music groups studied in this research include symphony orchestras, philharmonic 
orchestras, chamber orchestras, wind orchestras/bands/ensemble, quartet, and other 
western classical instrumental groups. The categorization is based on the Annual 
Arts Survey Report 2007-08 (Hong Kong Arts Development Council, 2010a), 
programmes under the category of music include "Chinese instrumental", "Western 
instrumental", "Choral", “Opera”，"Vocal/Singing", “Speech’，，"Contest" and 
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"General" (General refer to more than two or more categories in the same 
programme). Put aside speech, contest and general which, in the stricter sense, do 
not belong to music. Under this categorization, all western instrumental groups 
should be separated from opera, choral and vocal/singing. Currently there are only 
western instrumental organizations operate in fUll-time basis, namely the HKPO. The 
rest would be fit in my definition of amateur group under the most common 
understanding of amateur. A point to note, school orchestras or groups are not 
included in my analysis for two reasons: 1) the membership of orchestra are not 
entirely up to individual preferences and would automatically be suspended when the 
student graduates; and 2) the major financial resources are entirely sponsored from 
their school. 
Nine amateur groups were interviewed during December 2009 to April 2010. 
Since there are no centralized records, both official and unofficial, for the list of 
music organizations, I started off searching on internet to locate the first amateur 
music group. The snowball technique is proved to be effective when there is no • 
institutional framework to locate certain persons (Hammerrsly and Atkinson, 2007). 
Thus snowball sampling is used to recruit other 8 music groups. I approached them 
by requesting to interview the ‘founder/director/personal responsible' who I believe 
is the one that clearest about the direction, operation and management of the group. 
61 
The interviews are composed with open-ended questions, which include 3 
major areas: 1) basic profile of organizations e.g. profile of members, origin of 
establishment; 2) management and operation including source of income, application 
of funding/government venues, administration etc.; 3) performances e.g. selection of 
repertoire and promotion etc. 
Funding Bodies 
It is necessary to approach the funding bodies, so to understand in-depth the 
funding system and how funding bodies perceive their role and the relationship with 
the arts group. But it is nearly impossible to interview all occupants of a particular 
role, Hammersly and Atkinson (2007) recognize the difficulties of studying a large 
organization and suggest identifying relevant people base on social distribution of 
knowledge and about the motives of those in different roles. Dean's typology is 
quoted is provide a strategic selection of interviewees. The degree varies among 
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informants of their sensitivity to the area of concern and the level of willingness to 
revel information. 
Three people who work or worked in LCSD are interviewed, two interviewees 
are approached through personal connection, only one is approached through official 
channel. Three people are from different units within the LCSD, including the 
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Cultural Presentation Section, Festival Office, and Cultural Services Office. For the 
ADC, since the ADC turned down the invitation for official interview, an unofficial 
conversation was made with an examiner of ADC. 
4.2. Documentation 
Documentation is also used as interview data might have the limitations 
including distorted response because of personal bias, recall error and self-serving 
responses (Patton, 2002). Documentation analysis provides the information 
interviews and a "behind-the-scene look" that might not be directly observable 
(Patton, 2002). Thus relevant government documents would be reviewed to generate 
a more comprehensive understanding of the policy in relation to music groups. There 
are two sources of documents: the database of the Legislative Council, yearbook of 
LCSD and ADC. Official statistics offered by the HAB, LCSD and ADC would also 
be used if available. 
4.3. Limitations 
Due to limitation of resources, only 9 amateur music groups could be 
interviewed. It is hard to estimate the total number of similar organizations in Hong 
Kong as they vary in their organizations. Some groups are registered as societies, 
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some registered as charity organization, some belong to limited company. The varied 
nature of amateur music groups makes it hard to have a centralized record and thus a 
more systematic sampling to collect data. The ADC turn down my request of 
interview but give me a written reply instead, the data on that part might be limited 
in depth and details. 
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Chapter 5 
Being (and Surviving as) an Amateur: Case Studies of Music Groups 
5.1. Introduction 
The chapter starts with the quest of the amateurs. The chapter offers the case 
studies of nine local western instrument groups, on how they operate and develop in 
relation to the funding system in the scene of classical music in Hong Kong. The 
nine groups would be roughly categorized into 'quasi-professional', 'amateur' and 
'hobbyists' in our discussion according to their level of commitment, seriousness and 
standard as well as their relationship with the public. They would be put along a 
spectrum which helps explain how music groups could vary in their objectives. The 
investigation of objectives is useful for our understanding of how music groups 
approach the funding system. The concept of habitus would also bring in for further 
discussion on how the system of dispositions, that is what musicians perceive on the 
scene of music in Hong Kong and on music itself, would affect the way they 
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approach the funding systems. The discussion of habitus would pave way for later 
discussion on the field of administration and its habitus. 
5.2. Estimating Number of Amateur Music Groups 
There is no statistics on performing music groups in Hong Kong due to the 
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nature of organization. To organize a music group in Hong Kong, one could either 
register it as a society through the Societies Office of the Hong Kong Police Force, 
or register as a limited company through the government Companies Registry. Some 
societies or limited can further apply for tax-exempt charities status and are 
commonly known as charitable institutions. The name list of registered societies and 
limited companies are opened for the public, but the list does not include information 
concerning the category and nature of the organizations (Police Licensing Office, 
written reply, 2009 December 1). It is not possible either to identify the music 
organizations just by the name of it. I try to turn to my interviewees for the rough 
estimation of the number of amateur music organizations, some of them gave me the 
rough guess of a few hundreds, most of them failed to even make a wild estimation. 
But all interviewees agreed that there are ‘many，similar orchestra, bands, ensembles 
out there that it is almost impossible to identify all of them. 
The lack of statistics might indicate the disorganization of the field, but when 
asked about the rankings of the most notable player in the field, almost all ‘ 
interviewees are able to identify the best orchestras in the field and a few second-tier 
orchestras. But those best ones being identified are strictly limited to symphony 
orchestras. All interviewees are sensitive to the differences among music 
organizations of different combinations and composition. I would leave this 
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differentiation among sub-field in later discussion. 
5.3. The Spectrum from Professional to Hobbyist 
Amateur beyond Non-professional 
We have briefly mentioned the spectrum of professional and amateur before, the 
spectrum is to challenge the most common understanding of the dichotomous 
definition of auteur and professional. Professional are usually regarded as who earn 
at least 50% of their livelihood from their pursuit, "spend the majority of their 
working hours enacting their professional roles" (Stebbins, 1992, p.21), professional 
also represents excellence. Amateur simply equals to non-professional. But too often 
the two overlap, ability to earn a living from a pursuit does not necessarily guarantee 
standard and excellent standard could also achieved by individuals of other 
professions. In the field of serious music in Hong Kong, musicians are mostly 
composed by either music graduates trained in tertiary institutions or passionate 
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individuals who are trained outside. Standards among musicians could vary, and so 
as their commitment to music. A spectrum is needed to portray the more accurate 
picture of amateur activities. I would try to place the two largest orchestras and the 
nine music groups I interviewed along the spectrum that attempts to portray the 
amateur music activities in Hong Kong (Appendix I). A point to note is that even 
. 6 7 
under the same category on the spectrum, there are always variations regarding to 
different aspects. 
Professional 
Regardless of the level of commitment, standards, seriousness and the 
engagement with the public, it is undeniable the only benchmark of fully-fledged 
professional in Hong Kong is the HKPO. The HKPO currently consists of 90 
full-time members, including both local and members of other nationalities. They 
have been receiving direct subvention from the HAB every year with the annual 
average of more than 56 millions in the past 5 years, the subvention reached 60 
millions in 2008/09 (Legislative Council, 2008). The HKPO also receives 
sponsorship of over 10 millions per year from the Swire since 2007. The HKPO 
staged 76 regular concerts and 128 outreach and educational activities in the year 
2008/09 (HKPO, 2009). HKPO .performs wide range of classical repertoire and 
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frequently work with international soloists and conductors. Apart from the standard 
and organization, the HKPO fits in PAP model of Stebbins in its relationship with 
pre-professional of talented music students. They recruit young players to pave their 
path of professional development. HKPO is also active in the community 
programme which engages in the public. The HKPO put efforts in connecting with 
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the public via the Club Bravo where audience could join the club and enjoy benefits 
of discounts and meeting with artists. The HKPO would thus fit in the definition of 
full-pledged professional. 
Quasi-professional 
The category next to fully-fledged professional is the quasi-professional. The 
other major orchestra that is closest to the HKPO is the HK Sinfonietta. One of the 
major differences in operation between the two is that the musicians of the HK 
Sinfonietta are contract musician, not full-time, though there are full-time 
administrative staffs to keep the orchestra running. According to Leadbeater and 
Miller (2004), quasi professionals are referring to pre-professionals, 
semi-professionals and post-professionals. The orchestras have frequent 
performances throughout the year. In the year 2008/09, they staged 20 classical 
concerts, 49 accompaniment an.d collaborative projects, and 17 education and 
4 
outreach projects (HK Sinfonietta, 2009). The contract musicians are 
semi-professionals as they "earn significant part of their income from an activity" 
(Leadbeater and Miller, 2004). One of the sources of musicians is local music 
students, or the pre-professional. The HK Sinfonietta also does a lot of outreach and 
education programmes. 
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The only music groups among the nine interviewed that could be identified as 
quasi-professional is Group A. It might be surprising that they are under the same 
category of the second largest orchestra in town, but the two actually share similar 
attributes. The scale of the two might be different, but Orchestra A has much fewer 
members only because chamber orchestra is set to be less than 30 people. In terms of 
level of activity, the number of performances of Orchestra A reaches up to 15 in year 
2009/10. They also receive funding of the 2-Year Grant from the ADC in 2009-11. 
Musicians of Orchestra A, same as the HK Sinfonietta，are contract-bound, and are 
obligated to perform for the orchestra if there is no time clash. Musicians are paid 
per rehearsals and performances. All musicians have a music-degree and they make 
their living out of teaching instruments or performances. In terms of administration, 
Orchestra A is also well established like a fully-fledged orchestra. They have their 
full-time administration and board of members, and like the HK Sinfonietta, they 
have registered as a charitable institution. 
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Between Quasi-professional to Amateur 
It might be hard for music groups to even be qualified as quasi-professional 
sometimes despite musicians is trained professionally in formal institutions. This 
happens to Group B which is a chamber music ensemble with around 10 members, 
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all professionally trained and engaged in full-time instrument teaching and 
performance. As a music graduate that trained to perform, the founder initially set up 
the ensemble as a platform for her to practice and perform. Other members of the 
ensemble are either her classmates or seniors at the Academy of Performing Arts and 
are thus professional performer. There are only a few concerts staged in the past year, 
but the groups also held numerous workshops and masterclasses for secondary 
schools and kindergartens. Artists receive artist fee to perform in concerts, but they 
are not contract bounded. Artists work as free-lance and would be invited to perform 
if the repertoire requires. In terms of administration, there is no full-time 
administration for the ensemble, the founder serves as both administrator and artistic 
director of the group，and she makes her living from instrument teaching. But since 
the artists are all professionally trained, they do not belong to amateur despite they 
do not earn the living from the ensemble. Group B is closer to quasi-professional, 




As discussed before, amateur should be distinct from hobbyists, they are serious 
committed individuals that are characterized by necessity, obligation, seriousness, 
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and commitment, as expressed by regimentation (e.g. rehearsals and practice) and 
systematization (e.g. schedules and organization) (Stebbins, 1992). Leadbeater and 
Miller (2004) even described the serious and committed amateurs as Pro-Am, that is 
amateur with professional standard. This is the category that is worth special 
attention, serious leisure is becoming a trend where people nowadays demand more 
on leisure, and often committed to the pursuit as serious as the professional. 
Three groups interviewed belong to this category of amateur, but the three 
groups are rather different in their organization and operation. The only similarity of 
these groups is that all contain members that have professional music background 
and members that do not. Group C is a quintet formed by five friends who are 
enthusiastic towards harmonica, some of the members are professional musicians but 
some of the members belong to other professions including medical and finance. The 
standard of the group is close to professional, not only had they won numerous 
international rewards before, their performances also received positive comments 
from music critics. Their standard is recognized despite they are not working 
full-time and some members are not trained in formal institutions, nor do they have 
regular performances every year. The members are nevertheless committed to the 
pursuit and form an association to promote and facilitate harmonica activities in the 
city. There is no full-time staff working either for the quintet or the association, there 
7 2 
is a person responsible for administrative duties, and the division of labor is clear. 
Group D and E are wind orchestra and symphony orchestra respectively, they 
share a number of similarities. They started off with a small group of friends, and 
eventually developed into a larger group when more people join in through different 
channels including online recruitment. Both founders, artistic directors and 
administrators (might be overlapping) are professional musicians, some of their 
members have music degrees and are full-time instruments instructors, some 
members are students or people working in other professions. Both orchestras stage 
regular performances every year. Orchestra D even has a regular year plan staging 
different concert series throughout the year, their number of performance could reach 
up to 7-8 performances in a year. Orchestra E also has frequent performances and 
works closely with the LCSD. The LCSD might either present or sponsor their 
programmes, the department also invites Orchestra E to perform in the LCSD free 
concerts with artists fee paid in return. Part of the funding of both orchestras relies to 
membership's fee. The reason for regarding Orchestra D and E as amateur is that * 
almost half of their members are non-professional players, but despite the 
composition of members, it does not change the fact that they are committed and 
serious about the pursuit as reflect in the frequent activities. 
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Hobbyists 
Hobbyists are less committed than amateur, but they have the knowledge and 
skills that set them apart from the interested public. Group F and G could be 
categorized under hobbyist. Orchestra F is an amateur symphony orchestra and 
Group G is a wind ensemble. Their mode of operation is very similar to Group D and 
E, led by professional musicians with some members not having professional music 
background. The major difference between F/G and D/E is the number of amateurs 
in the group and the level of activity. The founder of orchestra F set off to form a 
pure amateur orchestra in the city，and start recruiting members online. Members 
come from all walks of life, including students, accountants, white-collar, and some 
music teachers. The very start of the orchestra simply aims to serve as a platform for 
interested individuals to play music together. The orchestra is small in scale with 
around 20 active members, they are often lack of players for some less common 
instruments like trombone or tuba. Established for more than 2 years, they only had 
one performance staged in a concert hall, other performances are staged in shopping 
malls. The director set up Group G mainly to provide a performing platform for her 
students of the secondary school band she conduct. Some of her students want to 
continue to play music after graduation, the director set up the ensemble for them to 
continue their interests. Group G is more active in performance than F, but the 
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activities are still limited to one or two shows per year. 
Group H is a district philharmonic orchestra that contains more than 100 
members, it mainly promotes community arts. The director of the orchestra is the 
only music group interviewee that has no music background. As a District Councilor, 
the director set up the orchestra to provide platform for people to develop their 
talents in the community. All members are not professional performers and most of 
them are students trained in the music classes affiliated to the orchestras, the quality 
could be varied. In terms of performances, receiving funding from the District 
Council, the orchestra is quite active in participating in various kind of community 
functions held by the Council. But despite the frequent appearances, there are only 2 
formal performances of their own. The director insists on the importance of 
exchange tours to broaden the horizon of the members. Artistic excellence is of 
lower priority, there were adult members who left the orchestra because too many 
kids joining. Orchestra H might be serious, but in terms of their member composition 
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and commitment to excellence, it would be more suitable to describe them as 
hobbyist. 
It is difficult to categorize Group I. It is a symphony orchestra set up as a 
charitable organization, they are committed in the sense that they could stage up to 
10 concerts every year. The model of Orchestra I is to work with local charity to 
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organize fund-raising concerts. The charity is responsible for the administration of 
the concert, and responsible for the basic expenses of the orchestra including rent for 
rehearsals and logistics. Musicians do not get artist fee and are doing all these as 
volunteer. Orchestra I is mature and well-developed to register as charitable 
institutions. However, unlike other orchestras, it is quite inactive in organizing 
performances of its own. The general mission is to do charity through high-quality 
music, but the orchestra does not have a goal and direction of its own artist 
development. While the quality and management sets Orchestra I apart from other 
hobbyists, the limited planning of its own set it apart from committed amateur, it is 
kind of in between. 
5.4. The Need for Resources 
I have roughly drawn up a continuum between professional, amateur and 
hobbyist according to their standard, member composition, seriousness and 
commitment, management and objectives etc., but after all, the distinction could be 
arbitrary as there is no absolute standard in measuring level of professionalism. The 
significance of drawing up the spectrum, nevertheless, helps to recognize the 
differences among music groups in the consideration under the larger framework of 
funding policy. 
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Apart from different arts form, there are several terms used by the government to 
categorize art groups, "major", "small-sized" or "medium/small-sized" and 
"budding". The system did not distinguish groups in the status of professional or 
amateur. In other words, there is little administrative definition of professional and 
amateur. I argue that despite the scale, or frequency of performance etc. might be 
similar among groups, there are differences between quasi-professional, amateur or 
hobbyists in terms of objectives, and mode of development. These differences would 
affect how the groups approach the funding system and negotiate with the authority. 
There are three major areas in art funding, namely venues, programmes and 
grants. The LCSD is the largest provider of cultural venues and the largest 
programme presenter in town. The grants are held responsible by the ADC. Despite 
the schemes set up to help non-major arts groups, not everyone benefited them. 
Among the nine groups interviewed, all groups have benefited from the Rental 
Subsidy/Reduction Scheme whiph non-profit making arts organisations could apply 
for a discount of 65% off for the use of major venues, or 50% off for minor venues* 
(Legislative Council, 2006c). But apart from the rental subsidies, not many groups 
are benefited from the programme sponsorship/presentation. The ADC grants aim to 
support small/medium sized arts group, but either the groups did not apply for the 
grants or they fail to get it. From July to December of 2009, the ADC processed 33 
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applications on Project Grant on music (including Western and Chinese music), only 
11 projects were supported, granting the total of around 1 million dollars (Hong 
Kong Arts Development Council, 2010). In the following session, I would try to go 
over how these music groups approaching or not approaching in relation to the value 
and objectives of their groups and performances. 
Platform to Play (and Continue to Play) Music 
Nearly all key people of music groups being interviewed regarded the groups as 
a platform for either themselves or other people to play music. "Because it is fun!" is 
the response from many respondents, regarding the standard and commitment of 
their group. I believe it is the initial motivation for music making, not only for the 
field of classical music. To realize the fun of music making, it needs a platform. 
Winky, the founder of Group G, hope to establish a platform so graduates of the 
secondary school band she taught (as freelance) could have a chance to play music 
together. She is responsible for all administrative duties of the ensemble, others who * 
help out in the ensemble are the instrument instructor. Membership fee is the main 
source of income to sustain the group. The secondary school agrees to rent the hall to 
Winky at a low price for rehearsals, the school also allows the ensemble to use its 
instruments for free. Given the members pay their membership fee on time, the 
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money is enough to cover the rent and expenses for the scores or stands etc. The 
main problem to keep the ensemble running is to keep the young members to 
practice and play music continuously. Winky believes it has much to do with attitude 
of young people nowadays, "Sometimes they come, but sometime they don't. They 
just say they are busy, but you can't really challenge them on that. After all, we are 
not a school，we are just a community band". The lack of commitment might limit 
the band to develop further as students are rather reluctant to perform in shopping 
malls or public open areas. Another problem to cope with is the performing venues. 
The ensemble has held a few larger concerts since their establishment in 2006，but 
Winky said there are simply not enough performing venues and it is difficult to apply 
for one. Winky does not actively seek for funding support, she is not very clear about 
what exactly are the grants and sponsorship schemes available. The most important 
concern is to keep the ensemble stable before going ahead with more development 
plans, performance is a way to draw members' commitment thus venue is important. 
To attract more audience, Winky works with an educational psychologist and music* 
therapist in her most recent concert, hoping to draw more parents and kids to attend 
the concert. 
Another hobbyist Group F is established also to provide a platform for "amateur" 
to play music. Moon, the founder, is a freelance cello player. She find the needs to 
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organize a group of amateur music lovers, and starts to recruit members online. The 
turnover rate is high but the core members reach up to 20. They rent the Loft Stage 
to practice every Sunday night, and Loft Stage provides them some space for storage 
of instruments. Loft Stage is located in a factory building in Diamond Hill, the rent is 
relatively low, a conductor volunteer to be their music director and conductor, thus 
the expense needed to run the orchestra is not very high. Members needs to pay just 
$80 dollars per month to join the orchestra, the membership fee is main source of 
income for rental. The orchestra also performs in shopping malls, the artist fees 
enable them to buy some extra instruments and stationeries. Moon and another 
member John, a full-time accountant, are the administrators of the orchestra. Both of 
them find it too troublesome to apply for grants and sponsorship, they are happy 
enough with the way they are now. Performances in shopping malls, MTR, 
fund-raising concerts, and other community concerts might provide numerous 
chances of performances. But apart from that, the orchestra still find rehearsal and 
performing venue a problem, John complains that the Venue Partnership Scheme* 
have made it doubly difficult for small groups to book a venue. 
Orchestra H is set up for a platform to nurture talents in the community. Lam, the 
founder and a District Councilor, opposed strongly when the government tried to 
shut down the Music Office, he insists that there is limited music education and 
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training in the community, music education in the APA and universities are for the 
elites but not the community. He started the district orchestra to provide a platform 
for kids in the community to play music. To ensure stable source of players in the 
orchestra, they soon started instrument classes of their own. Apart from the 
membership fee as a source of income, the orchestra receives sponsorship from the 
District Council (DC) because of the affiliation. Base on different projects, Lam 
actively seeks for corporate sponsorship. Lam is mostly successful given his status 
and his personal connection. The orchestra does not engage much in the public 
funding system, partly because the DC has already sponsored the orchestra, there are 
regulations that limit it to receive other official funding. 
From the cases above, we might say hobbyists have less demand on the more 
complicated funding programme and policies. Low level of maturity and 
commitment might explain the lack of demand on the funding. 
More than Surviving 
Promoting the sub-field 
The committed amateur groups are more developed and stable, unlike the 
hobbyists; they need more than keeping the platform. Groups attempt to promote 
their field and achieve more for their groups. The harmonica quintet of Group C has 
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achieved stable development since establishment; their status is being recognized by 
the authority after they have won numerous international awards. The group 
performs much less in local concerts in recent years either because the members of 
other professions are too occupied with work or there are lot more invitations for 
overseas performance. With an established status, Group C wants to contribute more 
to the field of harmonica. Harmonica was once a popular instrument during the 80s, 
but was soon outcompete by other instruments. The chance came when the quintet 
was asked to organized the Asian Harmonica Festival in 2000. The quintet 
established the Hong Kong Harmonica Association to host the festival and to 
promote harmonica in Hong Kong. Since then, the group became less active in 
performance and would like to give more opportunities to young performers and 
enthusiast. Group C now only perform in some bigger events. 
With the reputation, the LCSD once approached the quintet to invite them to 
apply for programme presentation. The quintet was pleased to receive support from 
the government, and they seldom fail to get programme sponsorship or presentation 
until recent years. The quintet was told since they have the ability and established 
status, the LCSD would stop presenting their concerts. Since members are not 
full-time performers, harmonica is just a serious leisure to pursue, considering the 
complicated and time-consuming process involved to organize a concert, the quintet 
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seldom organize concerts these years and more focus is put on the association. 
Orchestra D is also keen to promote their field. The founder, Carl, regards wind 
music as something not exactly classical music, but non pop music, serious music is 
the better term. Carl hope to make the orchestra a platform for original wind music 
so local composer has a chance to present their works. He also hopes more people to 
know more about wind music which is distinguished from the most traditional 
symphony, Carl tries to organize some pop concert series along with its normal gala 
concerts series. In trying out crossover of serious music and pop music, the orchestra 
hopes to attract audience that are more than friends and relatives of the players. 
Having the ability to play difficult wind music, Orchestra D could always try out 
something new. Being one of the few orchestras that possess their own property, they 
find little problems for rehearsal venues unlike Group F and G. As a more established 
orchestra of over 15 years, and being reputable in Hong Kong wind music, Orchestra 
D has little difficulties in getting performing venues as well. The concern Carl has is 
drawing more audience to appreciate wind music; he thinks the government gave* 
very little support on wind music besides providing venues. 
Be diversified 
Carl believes that Orchestra D needs to be capable to do all kinds of music, "we 
have to do every kind of music, we have to know every kind of music and we have 
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to be good at every kind of music". Being diversified is the key to attract more 
audience, and it is fun for the players too. Similar belief is found in Orchestra E too. 
The conductor, Benson, rearranged pop music into wind music score for the 
orchestra so players can play different kinds of music. But venue proved to be a 
problem for Orchestra E. The manager, Fu, has an impression that when they do 
concerts with a theme or music that is more easy-listening, it is more likely they can 
get a venue. But they would not adjust the theme for the sake of making 
performances, as Benson describes "sometimes we want to try something new, but 
there are times we just can't get a performing venue and we can do nothing about it". 
But actually the venue problem does not bother the orchestra much, having 
established for more than a decade, the orchestra works closely with LCSD. They are 
often invited to perform in LCSD free programmes, there are already plenty of 
performing opportunities, and the artist fee alone is enough for the operation of 
orchestra. , 
Be educational 
While concerning about diversity and the status of chamber music, Group B is 
also concerned about education. Apart from performances, Group B is active in 
organizing masterclasses and workshops for students. "There are many school 
bands/orchestras, probably for the School Music Festival, but these bands often 
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overlooked the importance of more sophisticated performing skills in their training", 
said Karen, the founder and director. She started off educational project in a 
kindergarten, introducing easy-listening chamber music and instruments. Later they 
organized masterclasses in civic center, but the classes are not well-received partly 
because of inadequate promotion. Karen also believes it is because the culture of 
masterclasses is not yet common in Hong Kong. Being trained as a performer, Karen 
thinks community education is important too, partly to respond to the criteria of 
ADC grants that encourage arts group to do community work, but mainly she 
believes artist should do something meaningful to the society. Education is 
something meaningful to do and has to be done. "Of course we all want to achieve 
that ideal of artists, performing the ultimate masterpiece in concerts. But you love 
the masterpieces doesn't mean the audience love them, so you need to add something 
more or to package it better; You have to get the balance, you can't rent a concert 
hall and perform your masterpieces without considering the audience". For Karen, 
the goal of education is to get the audience click with the music, sooner or later they 
might like it. 
Promoting Hong Kong music 
Karen believes that there is a need to enhance status of musicians in Hong Kong. 
"Why parents have to send their kids abroad for the exchange tours? Why things 
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abroad have to be better? We have the talents here in Hong Kong, you just pay a bit 
of money, and there are people who can teach you." Through the masterclasses and 
workshops which are very common in Europe, Karen wants to tell people that there 
are talents in Hong Kong that are capable to do that. Similar concern has actually 
been raised by Group D, Carl thinks that the orchestra should serve as a platform for 
original music by local composer. He had tried to apply grants from the Composer 
and Authors Society of Hong Kong (CASH) to commission work from local 
composer to be performed in their concerts. 
Groups have to be committed and serious about their pursuit to be defined as 
amateur, the concern of amateur music groups have much more to concern than just 
recruiting/retaining members or barely keep the group operating. The greater 
challenges for the groups is to pursue something more. The funding system we have 




Promoting the field and pursuing artistic excellence 
Orchestra A is the group among the nine that is most close to professional. It has 
achieved speedy development in just a decade. Leanne, the founder and director, is 
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sensitive about their status as professional musicians. She operates the chamber 
orchestra after the model of some well-known chamber orchestras in the world. She 
believes her orchestra is a professional orchestra, performing high standard music 
and promoting chamber music at the same time. While programming is a key for 
survival, Leanne would only put what is musically exciting and what is relevant to 
chamber orchestra. She would also put into accounts the collaboration, when they 
could work together with different artists and arts group to bring in new elements. 
Be unique 
Orchestra A is one of the few groups that receives the 2-year grant, Leanne 
believes that it is their uniqueness that win them the grants among many other 
applicants. "We are not copying what HKPO is doing, I don't use model of other 
groups, I do it on my own". Leanne believes they are one of its kinds in the field. 
The chamber orchestra is unique in their repertoire as there are some pieces that 
HKPO or Hong Kong Sinfonietta cannot perform because it is not efficient to use a 
big orchestra to play pieces of small scale. They are more innovative and diversified 
when they include different elements in their show when the bigger orchestras could 
only repeat the same programmes. "We have no competitor, I know you don't 
believe that, but (only) when it comes I am fighting for concerts hall of Saturday 
nights, those are competitors". 
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The balance 
Being a risk-taker, Leanne believes it is necessary to take risk to be a 
professional. But at the same time, it is important to get balance. Leanne states it 
clear, "I can't choose to put on something that not going to get an audience or not 
going to get private support". Similar opinion was mentioned by Group B, which is 
close to quasi-professional, when Karen insists to put up programmes that are both 
artistic and approachable. Leanne thinks the repertoire they are playing is unique in 
the market and they have a lot of premiere so they are doing successfully in the 
market. Leanne thinks there is a very snobbery culture in educated Chinese, as she 
said “they can't tell the difference between players, they just know the icons". But 
she thinks the audience is improving, thus she is more willing to take risk now. 
Orchestra A is the group that benefited from most kinds of support, not only does 
they get grants from ADC, they also enjoyed the programme presentation and 
sponsorship from the LCSD. While they are familiar with the procedures to get the 
funding and support from different channels, the needs are more sophisticated. For 
instance, given the huge amount of administrative works involved, Leanne is 
dissatisfied with the ADC for the separating the internship grants and normal grants. 
But despite the dissatisfaction, Leanne always attempts to get the most out of the 
funding system. For other groups, they are either uninformed about different 
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schemes or their administrative power is not strong enough to enable them to utilize 
what might be helpful to them. 
In sum, we have discussed different objectives and mission behind groups along 
the professional-amateur-hobbyist spectrum. Groups of different level of maturity, 
commitment and standards have different expectation on the funding system. A point 
to note is that, despite of their difference, there are some elements shared by all 
groups. For instance, all groups complain about having not enough performing 
venues in Hong Kong. But with different objectives, groups take different strategies 
to achieve their objectives, some involves strategies in approaching the funding 
systems. These strategies are decisive to their success. 
5.5. From Beliefs to Action 
The objectives of music groups reflect their beliefs and inclination which are 
meaningful not only to the understanding of strategies and actions taken, but also the 
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system of disposition behind different groups along the spectrum. I argue that if 
music groups would like to achieve their objectives with the assistance of public 
funding, they need to acquire certain systems of disposition, or habitus (Bourdieu, 
1993). The habitus would contribute to their inclination to take actions that is 
advantageous to them within the funding system. Different habitus adopted would be 
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illustrated through 1) their perception on music and music scene in Hong Kong and 2) 
their strategy taken in achieving their objectives. 
Habitus 
Bourdieu's concept of habitus could be the link between unobservable value 
and observable practice. Habitus on the individual level is a system of durable and 
transposable disposition that mediates an individual's action and the external 
conditions of production (Bourdieu, 1990). It is a set of outcomes which 
approximates to the 'structure', a way of being, a tendency, propensity, or inclination; 
it derives from the "thoughtlessness of habit and habituation, rather than consciously 
learned rules and principles" (Jenkins, 1992, p.76). Habitus could be expressed on 
institutional level, institutional habitus constitute a complex amalgam of agency and 
structure and could be understood as the impact of a cultural group or social class on 
an individual's behaviour as it is mediated through an organisation (McDonough 
1996, cited in Reay, 2001). Reay (1998，2001) and Thomas (2002) capture the 
institutional habitus of higher education to illustrate how individual behavior to be 
affected by collective cultural groups or social class. Wainwright, Williams and 
Turner (2007) conduct similar study on the Royal Ballet. Institution has its own 
disposition and inclination, rationality is the principles followed by the 
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administration. 
Habitus has to be mentioned together with the concept of field. According to 
Bourdieu (Bourdieu and Wacquant, 1992), there is a double and obscure relation 
between field and habitus, firstly, the field structures the habitus which is the product 
of the embodiment of the immanent necessity of a field; and secondly, habitus 
contributes to constituting the field as a meaningful world endowed with sense and 
value (p. 127). "The habitus is not only a structuring structure, which organizes 
practices and the perception of practices, but also a structured structure: the principle 
of division into logical classes which organizes the perception of the social world is 
itself the product of internalization of the division into social classes" (Bourdieu, 
1984, p. 170). Jenkins (1992) perceives habitus as existing 'inside the heads' of 
actors, and existing in through and because of the practices of actors and their 
interaction with each other and with the rest of their environment (p.75). The habitus 
of the music groups could thus be portrayed through tapping into their inclination 
and their actions towards the funding system. 
Perception on Music 
Spread to all 
Music should be promoted in the society, this is the general belief for all 
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musicians interviewed. It is particularly true for the hobbyists that music should be 
spread to all people and it is thus necessary to maintain a platform for people to play 
music. Music should be something to be shared and promoted on the community 
level. Orchestra H actively promotes music education and performance in the district, 
Lam the director, also actively seeks support from private patron and public funding 
for music exchange programmes so kids from lower class background can have 
chance to go to exchange tours. While drug is perceived as a serious social problem 
among youth nowadays, Lam is confident that no kids in his orchestra are drug 
addicts. He thus wonders why the government put so much money on drug education, 
but not on arts which make a good leisure for young people. The establishments of 
Group F and G also illustrate how music should be spread in community level. 
Group F provides working people or students that are interested in music playing a 
platform to perform, and Group G provides graduates who left the school band to 
have a place to continue their pursuit. Orchestra I uses its extra income to establish 
scholarship to support young people from lower background to play music. Music 
should be promoted. 
Similar tracks have been found in amateur and professional-amateur groups, they 
believe their music should be promoted, especially when they believe their sub-fields 
are not receiving enough attention in the society. These groups try to distinguish 
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themselves from the most mainstream symphony music and establish their status as 
wind music, chamber music and harmonica music etc. 
Since music should be spread to as much people as possible, to make music that 
are approachable to the audience become another key. Some people might find the 
term 'classical music' too distant, most groups think their repertoire need to bring in 
elements that are close to the public. 
Diversity 
The importance of diversity has been stressed by different music groups. They 
find diversity one of the keys to their development. Groups try to include different 
repertoire in their practices and performances, the aim is to retain players and attract 
audience. Group E and F think it would be fun for the players to play not only the 
traditional repertoire, but some other genres like pop. Young players would find 
more motivation staying in the groups playing repertoire that are close to their daily 
life. Professional-amateur groups perceive diversity as a way to widen audience base. 
Orchestra A provide diversified performances, Group B seeks alternatives other thaii 
performances to offer their music to the public, like organizing masterclasses. Other 
amateur groups are following similar model, and so are the hobbyists. 
Striving for excellence 
Artistic excellence is one of the ultimate goals in the pursuit of music. The aim 
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of all the rehearsals is to improve the standard whether or not there would be a 
performance. Regardless hobbyists, amateur or professional-amateur, all believe the 
artistic director is the most important person in the group. The artistic director sets 
the direction of the group through selection of repertoire. Orchestra E for instance 
put much emphasis on the standard, Benson the conductor trains the orchestra with 
different kinds of repertoire so they are capable to play in different style. The more 
professional is the group, the more emphasis is they place on excellence. 
Perception on Serious Music in Hong Kong 
Value of music 
The perception of what serious music should be like has largely related to how 
music groups perceive the current music scene. Many groups have show frustration 
to lack of appreciation on music among audience in Hong Kong. Interviewees think 
Hong Kong is largely a financial society that place little emphasis on arts and culture. 
The manager of Orchestra E thinks lack of audience hinders their development, and 
after all Hong Kong is still a 'cultural desert', people still find earning money the 
most important and concern little about culture. The director of Orchestra D thinks 
there is not enough audience to support increasing performances in the city. He 
thinks that much audience that attend symphony performances do not really 
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appreciate the music, "it is actually a social activity for them, though they thought 
they were going to a cultural activity". Leanne, the director of Orchestra A, finds 
similar snobbish culture in Hong Kong. Snobbery is found among educated Chinese, 
they chase for 'icons' like Lang Lang but not others despite they cannot tell the 
difference. But despite the snobbery, Leanne found the scene is improving; there are 
more people who appreciate different kinds of music. Leanne is actually among the 
few respondents that are positive about the scene of serious music in Hong Kong. 
Most respondents think that it is true that more music groups are established and 
more people are joining the field, inadequate education of audience is still a problem 
Being an ‘amateur musician，in Hong Kong 
Almost all respondents find it impossible to sustain living by performing as 
artists in a music group. It is agreed that if the musicians have a music degree from 
in APA or universities, the most common way to make a living is to be an instrument 
instructor as full-time employment opportunities in orchestras are scarce. They either 
teach privately or in school, conducting school band/orchestra. Some work as 
free-lance performer, performing in concerts organized by other groups, shows in 
shopping malls, or other invited performances. Musicians try to achieve their goals 
of making music or promoting music by starting and operating a music group. 
Members of all groups except for Orchestra A expect to make money through the 
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group, though it is partly because many groups are registered as society, which 
income earned by the society cannot be owed privately by individuals. Many 
professionally-trained artists work individually, Winky, the director of Group G, 
describes their situation, "There is no cooperation (between artists). We don't have a 
guild in Hong Kong, there is no protection on salary. During the time of Swine Flu, 
school is suspended, our instrument class is suspended too, but there is no one to 
protect us." 
Musicians that do music for part-time believe that there is no way to survive 
through playing music. Member of Group C think that their opportunity cost is too 
high to give up their occupation for music, what they could do is to provide an 
environment so professionally trained artists have sustain themselves through music. 
Thus most musicians agree music making is not a good way for money, but they still 
choose to do it because of their passion towards their pursuit. The enjoyment and 
satisfaction music brought drives them to continue their pursuit. 
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5.6. Models of Operation 
Bourdieu (1992) uses the analogy of game to illustrate the concept of field. 
Players play the game with a given species of capital, which indicate "her relative 
force in the game, her position in the space of play, and also her strategic orientation 
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toward the game" (p.99). Positions are determined by capital or resources which 
could be divided into: economic capital, social capital (various kinds of valued 
relations with significant others), cultural capital (primarily legitimate knowledge of 
one kind or another) and symbolic capital (prestige and social honour) (Jenkins, 
1992，p. 85). The habitus of the field determined the distribution of objective chance 
in the game. The strategy of the game depends not only by the capital in hand, but 
also on the perception that players have on the field and in the field. (Bourdieu, 
1992). 
From the interviews of music groups, we attempt to capture the most significant 
elements in music; musicians believe that music is meant to be spread to all, 
diversified and strive for excellence. We also try to capture the situation musicians 
are facing in Hong Kong according to their perception. Bearing the elements leading 
to success in mind, being musicians, they mobilize what they have in hand and 
according to how they perceive themselves in relation with others. 
« 
Hobbyists: Project-oriented 
The main concern of hobbyists group is to maintain the platform for music 
playing, what they need is opportunities to perform, regardless if the performance 
fits the overall direction of the group, if there is any. The directors of music groups 
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are aware of the lack of commitment among members, more often they plan 
activities for short-term. For instance, the conductor of Group F invites the group to 
perform in a concert of his friend that is just around two months later, the group was 
also invited to perform in a shopping mall in the following month. Players can 
choose to join the performances or not depending if they are available and interested. 
Each performance is regard as a separate project instead of a conceit series. The 
conductor or director decides the repertoire according to the occasion. If it is a show 
in shopping mall, more popular music would be included, if it is formal concert, 
more difficult piece would be picked. The repertoire is all depending on the 
performance, the group adjust themselves according to the performance requirement. 
Group G encounters similar situations, most of their previous performances are 
staged because of different personal connection, the director involves in the artistic 
planning, but each performance is project based. 
Group I is another example of project-oriented group, they do not plan their 
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own concerts. They stage performances only when they are invited for collaboration. 
But since they have build up the reputation of staging fund-raising concert, they are 
approached all year round. The artistic director of the group design the repertoire for 
each concerts but there is no long-term planning for artistic direction or development. 
Since it is the charity organization that is responsible for promotion and ticketing, the 
9 8 
group concern little about their target audience. They have little pressure on ticket 
sales, it allows them to play what they want to play for the concert. They often 
according to their preferences invite guest soloists or conductors overseas to 
co-operate with, the guest are mostly music professors instead of professional 
performers. The audience or the occasion is seldom their concern in the selection of 
repertoire. The group might have some particular repertoire in their artistic agenda, 
but they are passive in opportunities of performance. They could only stage what 
they like when approached by fund-raisers. 
Regardless if the groups adjust themselves to the performances/audience, the 
key is to be involved projects, and continue to be involved. Networking becomes 
important. We have seen the source of projects for both Group F and G come from 
personal connection; indeed, in the field of serious music, networking is significant. 
Collaboration between groups might not be common, facilitation through individual 
friends is a common scene. Being local music graduates, the director of both Group 
E and F know many friends that are doing similar things as they do, they thus enjoy 
stable connections with other players in the field. Both director of Orchestra G and H 
possess networking with not only others in the field but with other fields. Lau, the 
director of Orchestra G is among the management of the HKPO while Lam, the 
director of Orchestra H is a District Councilor. Their status has gained them the 
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necessary connections to keep the projects coming and supported. 
When there is a project, what hobbyists players concern about is the 
performance opportunities, they concern little if the performance can promote music 
or promote the group. They care little about money as well. As Winky, the director of 
Group F says, "the members only concern about if the performance is formal, they 
would like it better if it is in a concert hall, but they won't consider promoting wind 
music to the community." Groups seldom concern with promotion and marketing, 
there might be times when members need to pay for the concert hall rent if the ticket 
sales cannot cover the rent. Thus what the groups most normally do is to apply for 
rental subsidies when they apply for LCSD venues. Except for Orchestra I which 
receive artistic fees every time for performance in charity concert, "pay to play" is 
indeed a common practice among hobbyists group, membership fees is one of the 
main source of income of Group F, G and H. The cost of running a project-based 
music group is relatively low, it explains why they find it relatively unnecessary to 
approach the funding system for grants and collaboration. Most often they just seek 
for the rental subsidies, if they manage to get a venue. 
Amateurs: The Performing Routines 
Amateur groups are more mature in the operation, many of them have a routine 
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all year round. Orchestra D made a good example, they have two set of concert 
series every year, the gala concerts and the pop concerts respectively. Carl, the 
director, insists to play serious music in the gala concerts, as it is what should be 
done by a wind orchestra. Carl who is also the founder names the group 'wind 
orchestra' instead of 'wind band' or 'wind ensemble', because he thinks his group is 
as mature as a symphony orchestra as they can play parts as many as symphony 
orchestras does, the scores they use could be as complicated as the symphony's ones. 
He uses the term serious music instead of classical music to distinguish their music 
with traditional symphony music, he believes that his audience comes because they 
truly appreciate wind music, compares with some symphony concert goers who treat 
concerts as a social activities. Pop concerts series is developed to broaden their 
audience base. Each year they set out plans for the 7-8 concerts throughout the year, 
gala concerts would be held from March to May, and pop concerts in October, and 
every year annual concert in September. Carl believes that the routine encourages 
audience especially wind instrument students to come regularly. Orchestra D enjoyed 
relatively high rate of attendance of up to more than 90%. The group has both the 
ability and planning to perform, all they need is stable source of venue. Orchestra E 
is similar in terms of their plans, the orchestra has the ability to play different kinds 
of repertoire and they have the ability to plan ahead. Apart from their regular 
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performances, they perform for the LCSD frequently. Since they have established for 
almost two decades which is relatively long for part-time orchestra, the LCSD often 
invites them to perform in the LCSD monthly free programmes at LCSD venues. 
Amateur groups are relatively stable in their development, they have already 
established their performing routine which is sustainable in the long-run. Orchestra 
D and E possess certain amount of symbolic capital where they can attract enough 
audience to sustain their performances as they are recognized as more experienced in 
their sub-field. The groups achieve their objectives of spreading the music and 
striving artistic excellence through improving the content of the performances. They 
fine-tune their skills and widen their scope of repertoire performed, but their 
improvements largely focus on the performances only. The groups might want to 
achieve more, but resources are often limited. The ticket sales for concert could 
barely cover the cost of some promotion, rent and production, it is hard for the 
groups to add more elements .into the performances. 
The two orchestras try to apply for grants and collaboration projects with the 
LCSD, but the results are not satisfactory. The ADC asserts Orchestra D is 
well-developed enough to receive subsidies. The LCSD still collaborate with the two 
orchestras occasionally, but most of the time the orchestras have to present 
themselves in their concerts. But for the two orchestras, the most important issues is 
102 
to get the performing venues, and since they have stable track record, the groups find 
relatively little difficulties to get a venue for their performances. But apart from the 
rental subsidies, they get little support from other funding schemes. 
Amateur and Quasi-professional: Being All-round 
Some amateur and quasi-professional seek to get beyond the performing routine 
to be all round. For Orchestra A, Leanne reckons that increase audience exposure 
help educate the audience to appreciate music. While many think education is the 
way to increase audience and the government is not doing enough, Leanne believes 
that keep performing out there is the way to increase audience. Similar to Orchestra 
D and E, Orchestra A also seeks to achieve their goals through performances. The 
chamber orchestra is innovative in their content, and is sophisticated in terms of 
techniques. But what different is Orchestra put a lot of efforts in promoting and 
seeking for sponsorships. The sponsorships gain them more resources to organize 
« 
more performing opportunities. Administration is the key to gain more resources; the 
resources could then translate to more concerts with more elements in it. 
Apart from concerts, Group B also attempts to achieve their objectives by 
organizing masterclasses. Karen, the director, conceives that education is important, 
especially when chamber music is still not common yet, some people do not even 
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recognize the musical instruments. Techniques are important for artistic excellence 
thus education to players is crucial. 
Group C supposes they have almost reach their climax in terms of development 
after they have gained international recognition in the sub-field of harmonica, thus 
the next step is to further professionalize the sub-field. They believe they have 
entered another phrase of their development. Instead of giving more performances, 
the group starts an association which could facilitate harmonica activities in Hong 
Kong. The setting up of the platform encourages other less mature groups to 
organize their own concerts, facilitates overseas soloists coming to Hong Kong for 
performances and helps organizing festivals of the Asian region. This mode of Group 
C is perhaps unnecessary for other more developed sub-field, but it suggests a 
direction less mature sub-field might go. 
The committed amateurs and quasi-professionals seek for sophistication in 
various ways. It takes more resources, and the groups are active in entering the 
« 
funding system. Group A and C are among the most successful in benefitting from 
the public money. Both groups possess the networking and administrative knowledge 
necessary. We have briefly mentioned the importance of networking in the case of 
hobbyists, I would leave the administrative capability in the next chapter. I argue that 
administration is indeed a major key determining the position ones have in the 
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funding system. 
5.7. Chapter Summary 
This chapter uses the case study of nine music groups to investigate how 
amateur approach the art funding system through arts administration. The discussion 
starts with the spectrum of professional, quasi-professional, amateur and hobbyists, 
arguing amateur spread along a continuum varied with standard, commitment, 
seriousness and the relationship with professional and public. The spectrum also 
reveals different objectives in development, while the hobbyist just regard the music 
group as a platform to play music, more serious amateur/quasi-professional are 
looking for more. The different expectation leads to different needs thus different 
approach to the funding system. The concept of habitus is include in the discussion 
to further elaborate how beliefs could lead to different model of operations thus 
strategy in approaching the. system. Musicians might have similar perception on 
music in Hong Kong and on ideal of music (habitus), but since they vary in their 
commitment and their resources (capital) in hand, they have different level of 
demand on the funding system. For the hobbyists, they need little resources, but the 
need of resources, especially public resources, increases moving towards the 
professional end of the spectrum. But not everyone could have their needs satisfied. 
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The chapter close with the question: If the fight of resources under the funding 
system is a game, what is the right habitus that groups need to acquire to be 
successful? Given the right to define what is the 'right habitus' is not in the hands of 
musicians, but of the funding bodies, in the next chapter, we would see how arts 
administration is a crucial element. 
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Chapter 6 
Between What We Want and How They Do: Matching with the 
Administrative Habitus 
6.1. Introduction 
This chapter illustrates how music groups that successfully acquire the habitus 
of the administrative field could be benefitted most from the funding system. 
Resources are limited, not everyone's need could be satisfied. The funding bodies 
filter and select who deserve the public money. Arts administration is a separate field 
on its own, it serves as the intermediaries between the policy-maker and the artists. 
The habitus of the administration is realized in the mechanism of how funding is 
allocated. Musicians need to integrate their goals and ideals into administrative 
practices to negotiate with the funding bodies. We start the chapter with the 
significance of arts administration and the detailed illustration of the funding 
mechanism, the negotiation of music groups with the systems would then be 
illustrated. At the end of chapter, the negotiation would be put back in the theoretical 
framework to map the relationship between different parties within the field of 
serious music in Hong Kong. 
6.2. The Significance of Arts Administration 
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The objectives and model of operation affect whether the group would approach 
the system, and what resources they utilize, the administration decides how music 
groups approach the funding system. The role of art administrator is "to create an 
aesthetic contract between an artists and an audience" (Pick & Anderson, 1996). For 
larger orchestra, it is common to find division of labor which separate musicians and 
players. But in smaller groups, the artists inevitably need to take up administrative 
duties. Among the nine groups interviewed, most interviewees are the founder 
themselves. As a founder, they take up the very first procedures of registration, 
recruitment, financial arrangements, finding a venue etc. These are the steps to form 
an orchestra, but since all groups cannot afford extra expenses for administrator, they 
assume the administrative duties necessary maintain and develop the group. 
Regardless of what objectives they have, all groups need resources to operate. 
The negotiation for more resources is the duty of arts administrators, the more active 
the administrator is, the more resources they get. Orchestra A is the best to illustrate 
how administration leads them to the advantageous position within the funding 
system. Leanne, the director and administrator, is keen to get the grants from ADC. 
She has the patience to deal with the application which is perceived as 
time-consuming and troublesome. She is clear about what the official administration 
wants, and is capable to convince the ADC they deserve the 2-year grant. Karen of 
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Group B is aware of the importance of administration, and believes that learning 
more about administrative skills like proposal writing helps them to get more grants 
and support from other parties. She appreciates Orchestra A for their strong 
administration which makes them relatively successful. The manager of Group C 
who is the wife a founding member and is currently working in the government, she 
finds no difficulties filling in all the forms and writing proposals. Indeed, they are 
one of the groups that do not have much difficulty in getting venues and programme 
sponsorship. Orchestra I is an unique example which rarely organize its own 
concerts. It needs heavy administrative works to organize a concert, but the 
collaboration with charity organizations makes things easier. Since the concert is 
designed for fund-raising, the charity is responsible for all administrative works 
involved, including promotion, ticketing and logistics etc. The orchestra is 
responsible to book the venue, give artistic advice and performance. Orchestra I is 
selective about the partnership, they once had experience that concert is called off 
« 
not long before the performance day partly because the charity was not capable to 
handle all the administrative work involved. Orchestra I has to make sure now the 
organization approach them have enough networking and administrative support 
before they promise to stage a performance for them voluntarily. Administration is 
thus decisive to every aspect of a music group. 
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6.3. The Mechanism 
It would be whole lot easier if resources are unlimited, but no matter how 
resourceful the funding bodies are, they just cannot satisfy everyone. Understanding 
the gatekeepers' mind is a key to success in the fight for resources. The objectives of 
LCSD and ADC both aim to promote arts development by providing more 
opportunities for artists, but if the goals are shared among artists and funding bodies, 
why some artists seldom manage to get the opportunities? It has to do with how the 
objectives are implemented on practical level realized in the mechanism of funding. 
The mechanism selects and filters. 
The Black Box? 
Venue application 
All music groups interviewed have been hirers of the LCSD venues (Table 6.1), 
but the mechanism is mostly unclear. As the largest provider of cultural venues and a 
major cultural programme presenter, the LCSD has the power to influence directly 
the chance of performing arts group in bringing their arts to the public. The 
competition for venue is fierce, selection has to be made. Many interviewees 
mentioned a 'marking scheme' to assess who gets the venue, but there is no official 
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record mentioning that. In attempt to understand the selection process and internal 
mechanism the marking scheme, I have one official and two unofficial interviews 
with the staff of LCSD. 
All three interviewees say that there is objective but no absolute criteria to assess. 
Since every month different hirers are competing for the same space at a time, even 
there is objective criteria, variations could happen and there is no guarantee. The 
variation comes with different venues and different time of the year. The procedures 
for territorial and districts venue works under same mechanism, but programmes 
schedule in territorial venues like Cultural Centre and City Hall would need to be 
passed by the Advisory Panel as well. The Panels of different arts form, which are 
formed by experts of the field, would give comments and advice on what do be put 
in the programme. For venue application, applications have to be made at least 3 
months and up to 6-12 months (depending on venue) in advance. There are hirers 
that have priority to get the venue before going through the marking schemes, 1) 
nine major arts groups funded by HAB, 2) The Hong Kong Arts Festival, and 3) 
venue partner under the Venue Partnership Scheme. Programmes from other unit 
under LCSD including Cultural Presentation Section and Festival Office would be 
guaranteed in the schedule. Other applicants are then considered under the marking 
scheme. The computer system would generate who gets the venue after the 
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calculation. Territorial venue administrator would give Advisory Panel for 
suggestions. The centralized overseeing manager would have the authority to see the 
overall programme mix of all venues. The job of the venue administrators is to 
balance the needs of all hirers, the consideration of each party is different, it is thus 
hard for them to spell out the exact criteria. As another interviewee Tang who 
worked in the Festival Office said, "There is no hard-and-fast rule, every time the 
venue administrators go over the same process." 
But it would be a disaster for every administration body if the selection varies 
every time, the marking scheme provides a mechanism to select and filter. The three 
interviewees say the website of the venue has already spelled out the criteria clearly. 
The hiring information of all cultural venues are similar in stating that criteria 
with some variations with specific facilities. For hiring concert halls and theatre in 
the territory-wide venue of Hong Kong Cultural Centre, it states that 
"When more than one applicant(s) request for the same date(s), applications 
will be considered in accordance with the cultural content, artistic merit, 
arts promotion value as well as duration of the proposed function, popularity 
of previous events and the organizing ability of the applicant” (LCSD, 
2010d). 
For the Hong Kong City Hall, all criteria are the same except for 'duration of the 
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proposed function' is not included (Leisure and Cultural Services Department, 
2010e). Criteria varies a little when it comes to community venue, 'artistic merit, is 
being replaced by ‘community building value, in the Tai Po Civic Centre. Exactly 
same set of criteria is applied to Shatin Town Hall, Sai Wan Ho Civic Centre, Tsuen 
Wan Town Hall, Yuen Long Theatre, and Tuen Mun Town Hall. For Sheung Wan 
Civic Centre and Ngoi Chi Wan Civic Centre, the nature of function is also put into 
account, the later is the only venue that specified “content and nature of function”’ it 
states that "for example, whether the function fits the venue identity of the Theatre -
(functions be fitting the venue identity of Ngau Chi Wan Civic Centre are Modem 
Theatre and Modem Dance)" (LCSD, 201 Of). 
Arts programme compares with other community activities would enjoy higher 
priority compared with other social activities under the marking scheme because it is 
a "cultural venue" says Yin, who manages district venues, in an unofficial interview. 
Non-profit making groups, would have better chance to get a venue than profit 
making ones. There are no clear definitions and specifications, in putting qualitative 
standards into quantitative measurement of scores, track records are important. Base 
on the interviews, artistic merit could base on records that could be other grants of 
the ADC etc., and advice from experts in Panel. For organizing ability, it includes if a 
group have any bad record of not paying the rent etc. But at the end, all 
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interviewees agree that it is hard to spell out exactly the criteria. The keyword is 
balance, balance between each criteria, between hirers, between venues. 
Without clear definitions and specifications, it could cause frustration when art 
groups know about the marking scheme, but they have no way to assess themselves 
against it during the application nor they have an idea to increase their chance of 
getting venues. Facing the variation and ambiguity, the artists are passive. Many 
groups have no idea why they fail to get a venue. As Karen says, "You never know 
why you fail to get a venue, you just know they don't give you one, it's like they are 
saying nothing more than ‘Bye! Try again next time!'". There are no feedbacks or 
comments in the results. When asked the LCSD people, why don't they provide 
some feedbacks helping the groups to improve. Queenie Wong, a Senior Manager of 
Cultural Presentation, seems to find the question awkward, and said, “I guess they 
know why they fail, don't they? It's all the same criteria we are using". Yin said, 
"The artists actually know .why, they are just unwilling to tell you the real reason 
« 
behind; You see when they open the monthly schedule of the venue, they are able to 
see who successfully gets the timeslot they want. They will know who they lose to 
and why they lose." 
Programme sponsorship and presentation 
Programme sponsorship and presentation is two different forms of collaboration, 
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but considered under the same mechanism. Applicants write proposals to the 
Cultural Presentation Section (CP), and the proposals are assessed according to the 
following criteria: 
(a) Artistic merit - Programme quality is important, especially for presentation of 
visiting artists which usually involves high costs. For local programmes, 
apart from established artists and professional groups with known track 
records, the potential of up-and-coming artists/groups is also given high 
priority. 
(b) Audience appeal - To cater for different tastes of the community, there is a 
need to cater to both the majority and minority interests of the audience. The 
need to introduce new directions and new experience is to be balanced 
against the known and the popular. 
(c) Balance of programme - The Department's (LCSD) presentations have to 
cover a wide range of performing arts, balances of different needs of the 
audience, the offer of performance opportunities to local artists, and its role 
in facilitating the development of different art forms. A balance between 
overseas and local programmes has also to be maintained. 
(d) Other factors to be considered - apart from the above-mentioned criteria, 
other factors such as financial implication, venue availability, technical 
feasibility, the relevant experience and ability of the applicant etc. are also 
important factors for consideration. 
(e) For all programmes sponsored by the Department, the organizers must be 
bona fide non-profit-making cultural / performing arts bodies, and the 
programmes should preferably be performed by local artists/groups. (LCSD, 
2010a) “ 
峰 • 
The criteria set forth by the CP seem to be relatively more specific here. Putting 
qualitative measurements in quantitative terms, same happens in venue application. 
Balancing against different criteria and different proposals, ambiguity is inevitable. 
In considering the proposals, Queenie says that they consider mainly base on past 
record and advice from Advisory Committee. For the groups that did not collaborate 
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with the CP before, there are project grants available in the ADC that new artists 
could apply and accumulate some reputation and experience first. The Advisory 
Committees are the experts in specific arts area, they gave comments, advice and 
endorse on the programs after the selection has been made. 
With the same proposal, there is no absolute criterion for distinguishing 
programme sponsorship and programme presentation, nor there is any statistics 
showing how many programmes and arts group are benefited from what. Queenie 
asserts that it is hard to have absolute criteria, if there are overseas artists coming, the 
CP has to present their program for them, or if the proposal fits the theme of a series 
of programmes, the CP would use present the group as well. When it comes to some 
new programmes, if they find it worth trying, they would present the programs so to 
bear the risk for the artist. Thus it varies case by case to decide if the CP would 
present or provide sponsorship at all. 
While the selection process inevitably involves criterion that hard to be spelt out, 
the process to gather proposals is even harder to portrayal. While opening the 
application to all interested arts group, the CP is quite active in looking for parties to 
collaborate with. Queenie explains that CP as a presenter could be more proactive. 
Designing the theme is the creative part of the CP, special events or anniversaries of 
people/event/place etc. could turn into themes. Having a theme in mind, the CP 
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actively approaches arts group that might be relevant to the theme and invite them 
for a proposal. Queenie emphasizes the whole process in interactive, it is not about 
who initiates, but the back and forth discussions between CP and arts groups. The 
presentation and sponsorship of programmes are not 'schemes' like those available 
by Audience Building Office or other units with a deadline, they welcome proposals 
all year-round. "We have HKPO, HK Sinfonietta, the City Chamber Orchestra, when 
we have an idea in mind, we will communicate with them. Sometimes they have 
similar theme in mind already, so we could plan to do it together," she says. About 
involvement of other arts group besides the more major ones, there are themes the 
CP does regularly, arts group can write proposals related to those themes. If the CP 
receives similar proposals, they would also be flexible enough to consider if the few 
programmes could put together as theme. 
Scarce Resources and the Selection 
In the written reply from ADC, they try to introduce their work, "The ADC has 
established a number of grant schemes to address the multiple needs of local arts 
practitioners and arts organizations. The purpose of the grant system is two-fold -
the continuous pursuit of excellence and the promotion of the arts. The 
One-Year/Two Year Grant are introduced in support of artistic excellence, while the 
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Project Grant supports projects that are dedicated to bringing the arts to the local 
community and the wider society." (ADC, written reply, 2010 May 25). The ADC 
attempt to address needs of different artists. 
The One-Year/Two-Year Grant 
In the year 2008-09，ADC spent more than $18 millions on the 
One-Year/Two-Year Grant for 37 organizations; among them just 4 are music 
organizations. The following capacities would be assessed against the applicants of 
the Grant: 1) A unique artistic direction that will enhance local cultural identity and 
plurality of local arts; 2) An artistic team with strong vision, devotion and 
demonstrated track record of innovation, excellence and successful collaboration 
among the team members; 3) Programming that attracts target audience/participants; 
4) Effective business and marketing planning that achieves the artistic objectives of 
the organization; 5) A credible and independent Board that performs 
decision-making and monitoring duties; 6) Capabilities of the executive staff in 
鲁 
management, developing resources and searching for partnership; 7) A reasonable 
budget. 
Because the amount of the grant would be higher than other grants, the 
requirement and criteria are stricter, and the procedure is also more complicated. The 
amount of paper work is quite heavy for artists who are the administrators 
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themselves. Orchestra A is the only recipient of One-Year/Two-Year Grant among 
the nine groups, they are impressed to get the grant which help support their 
expenses, but at the same time Leanne, the director and administrator, say that she 
has spent so much time on the paper work, but the amount they got is not enough for 
the administrative expenses. She finds ridiculous that she has to apply another 
internship grant so to employ someone that help out with the administration where 
she believes many young people would be interested in working with them. 
Orchestra E tried to apply once before, but gave up after they failed as the process is 
too complicated, and the application is troublesome and time-consuming. 
Project grants 
There are several types of project grant that opened to all arts practitioners. It 
supports a wide range of activities including performances, exhibitions, publications, 
education programmes, creation, critical reviews and archival work. The ADC spent 
more than $14 millions to support 227 projects in 2008-09 on Project Grants. Among 
the 227 projects, only 25 is related to music (including Western choral, instrumental 
and Chinese instrumental), among the 25 projects, 14 are under the category of 
Performances, 3 are under Arts Education and Promotion and 8 are under Cultural 
Exchange, Each category carries different sets of objectives and assessing criteria. 
For instance, the most common category for performing arts group is performance, it 
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aims to encourage excellence and diversity, and increase appreciation of arts of the 
public. The assessing criteria in response is: 1) artistic standard and track record of 
the principal performers and organizer; 2) artistic value, quality and creativity of the 
project; and the anticipated artistic impact; 3) the feasibility of the project, and the 
ability of project personnel in implementing the proposed project; 4) the 
effectiveness of the project's content in achieving its pre-set objectives; 5) the 
feasibility of the project content, scale, schedule and the reasonableness of the 
budget. 
At least 5 examiners who are practitioner or experts in that art form would 
assess the application, the ADC makes the final decision with due reference to the 
members/examiners and the grants policy. Since the most examiners are artists, 
practitioners or individuals who deeply engaged in the field, they are mostly 
empathy to the artists. Tin，an examiner, says "usually you see the application, you 
would approve it. But everyone is asking for a big amount, and every examiner 
makes recommendations of grants, the ADC could only adjust it at the end,'and 
everyone got just a bit". The amount of projects supported might not be very low, 
but the amount each get is limited. "We have discussed in ADC before if we could 
consider giving a larger amount of money to fewer groups so each of the group could 
do more, but it is too risky". 
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But still, even ADC remains to give more groups less money; the total amount 
is not large. As seen from the statistics, not many art groups benefited from the 
grants. The resources is scarce, a quick comparison of the total amount of grants 
offered and the subvention received by HKPO alone are $49 millions and $60 
millions respectively. The $49 millions are shared by One-Year/Two-Year Grant, 
Project Grant, Multi-project Grant, and Devolved Grant. Given the limited resources, 
even the grant is able to address some of the needs of arts groups, the overall impact 
might be limited. Group B is the only group in this study that got her concert funded 
under the Project Grant in 2008-09. While the Project Grant covers the production 
cost of the project, it does not take into account the manpower needed to handle 
administrative work. Upon getting around $30,000 as the production fees for the 
concert, Karen has spent so much additional time dealing with the paper work. The 
grant does not include the administration cost, "you could just treat it like tips (for 
doing the administrative work)", she says. 
•. 
Mechanism as Limitation 
In sum, the three main areas of arts support of venue, programmes and grants all 
carry the good will of supporting and promoting arts with different resources, but the 
mechanism inevitably bring some drawbacks that hinder more arts group in 
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approaching it or utilizing it. It is ironic that while the funding system tries to 
encourage more people to apply for it, the mechanism of selection has discouraged 
people to approach it. The ADC might want to provide more people with the money, 
but the relatively unattractive amount discourages artists from going through the 
complicated process. For LCSD, many art groups still rely on rental 
reduction/subsidies, but the black box has increased uncertainties for planning. 
Leanne complains about the coordination of funding, where her orchestra has 
received the grant from ADC one year in advance, but she cannot guarantee a venue 
after a year for the programme to fulfill their plans submitted for ADC. To ensure the 
applications could be assessed in an objective manner, the marking scheme turns 
qualitative measurements into quantitative ones base on track record, the assessment 
might be an effective but it compromise the fairness at the same time. New groups 























































































































































































































































































































































































































































































6.4. Getting Around the System 
Facing the system that fills with routine yet variations, and the scarcity of 
resources, the only way to get around the system and fight for most resources is to 
either opt for other resources or negotiate with the funding bodies. Some of the 
groups are particularly active and successful in the later, and with the resources, they 
are able to remain active in achieving their own objectives. 
Be Artistically Excellent 
Performing arts is a client-oriented profession, it all depends on other to judge if 
one is excellent. Since the standard set by the artistic community define excellence, 
peer evaluation is thus significant. The funding bodies respect the standard set forth 
by the artistic community, not only 'artistic excellence' is the key criteria of 
allocation venues and sponsorship, numerous experienced and respected individuals 
in each artistic field are also invited to be the advisors in the system. The allocation 
of territorial-wide venues of LCSD needed to be endorsed by advisors. For the ADC, 
artists in the field are even involved directly in the selection mechanism. The artistic 
standard applies in the selection mechanism implies the advantages of being 
artistically excellent. Music groups regardless their nature of operation would be 
easier to get resources if they are outstanding and being recognized in the field. 
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Orchestra A and Group C are obvious examples of artistically excellent recognized 
by their peers and community, and they are the groups that enjoy lots of public 
resources. 
Incorporating Arts and Administration 
Intermediaries: Musicians as administrators 
The significance of arts administration has been briefly mentioned earlier, they 
are the key to resources. For the quasi-professional, amateur and hobbyist groups 
interviewed, one of the key differences between them and the professional music 
groups are the division of labour. Because of the scale, there is high division of 
labour for professional groups, administrative personnel are specialized. For instance 
HKPO have their staff specialized in marketing, development, artists administration, 
finance and administration, orchestra and operations. They serve as the cultural 
intermediaries, bridging production and consumption, (Negus, 2002), or simply 
4 
musicians and audience here. But for many smaller groups, musicians are the 
administrators. For some groups, the administrators could be spouse or friends of the 
artists, but they do it simply on part-time basis and they might not be specialized in 
administration. Bendixen (2000) suggests that arts administrators are "bilingual" in 
adopting both external language and the artistic language. The mechanism of the 
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funding system is a system of administration; it involves selection process and 
procedures. Cultural intermediaries understanding both languages should be able to 
turn the artistic language into a language that fit in the mechanism. One of the most 
challenging tasks for musician as administrators is to bridge the administrative 
language of management, planning, mediating etc. and artistic language of artistic 
excellence. Able to switch between languages should enable music group to have 
better use of the funding system. 
Switching between languages 
Most groups are able to demonstrate the use of both artistic language and 
administrative language, but not all of them can successfully turn administration as a 
tool to facilitate artistic excellence, or integrate arts value into administration. It 
might due to their objectives do not require too much administrative efforts to 
achieve, it applies to the hobbyists. But for some amateur groups, it needs more than 
€ 
artistic excellence to achieve their objectives. Orchestra E tries to attract more 
audience, but they do it mostly through variation of repertoire or improving artistic 
standard. Although both groups maintain a good relation with the LCSD, they have 
little attempt to make use of channels such as programme presentations to increase 
promotion. Orchestra D is slight better, apart from variation in content, Carl, the 
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director of Orchestra D, would promote their performance by sending posters to 
secondary schools, Urbtix, venues and music stores. But it seems administration is a 
step that needed in addition to performance, the integration of the two is weak. 
Group C and Orchestra A are the best in the bilingualism, they are aware of the 
administrative practice going on in the funding system. Group C are familiar with 
administration because both the manager and members belong to other professions 
which gain them exposure of how the government and other organizations works. 
The quintet has established everything formally since day one, they are systematic in 
their organization. Despite the administrator is actually the spouse of one member, 
externally she is presented as the 'manager' of their group. The manager finds no 
difficulties at all in writing proposals to the funding bodies because she works in the 
government. Their administrative practice are centered around their music, the 
establishment of the association to promote harmonic development is one of the 
examples. As the most mature harmonica group in the city, they believe they have 
the responsibility to facilitate the environment, but it is not appropriate for the 
quintet to lead the development, instead an association should be set up to represent 
harmonica activities in Hong Kong. In fighting for resources, they make good use of 
networking, they maintain a good relationship with LCSD via the association 
through constant collaboration and personal networking. The quintet does a good job 
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on archiving, they keep detailed archive on all activities. Magdalene, the manager, 
reveals that the former Head of Home Affairs Bureau recognized their efforts when 
he watched their vcd with recording their serious preparation for the harmonica 
festival. The Head of bureau wrote a preface in their concert pamphlet, and it serves 
as another good track record for further applications. Indeed, the track record is 
important for all applications as we have mentioned before. Both LCSD and ADC 
assess base on track record. Group C would be definitely be advantageous in their 
application compare with other groups because of their profile. They are simply able 
to manipulate administrative resources to gain further support which then further 
boost their profile. 
Orchestra A demonstrates another good example of switching between 
languages. While striving for excellence, they are concerned with the audience and 
patrons. In proving their professional standard, apart from having musicians that 
have professional music training and having their income from music, Leanne lists 
out a few characteristics their orchestra have in several aspects of 1) orchestra 
organization ("If you attend the orchestra's season concerts regularly you will notice 
the same players sitting there concert after concert. We are not a pick-up orchestra."); 
2) planning ("players are engaged on a yearly basis and they have never played in a 
concert without getting paid for it"); 3) management, (the orchestra "is governed 
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with a board of directors some of whom have served on Legco and the boards of the 
ESF and the medical council and/or who are chairmen of major international banks 
and companies"), 4) administration (the orchestra "operates from an office with paid 
office staff) . The orchestra uses their strength of administration as a proof of their 
standard. It is of little surprise that Orchestra A is among the few groups receiving 
2-year Grant from ADC, they are able to demonstrate their capabilities of 
management and planning for artistic excellence. 
The Snowball 
Artistic excellence is an important criterion deciding if a group is able to get 
more, but capability of administration matters too. Music groups that are able to 
exhibit their ability to administrate and plan form the core of funding system, those 
who get a position in the funding system continue to demonstrate their ability to 
strive for more, and then get more. The cycle goes on like a snowball. It has much to 
« 
do with the mechanism of relying on track record. At the beginning, LCSD has little 
support for the Harmonica Festival, but after learning the support from the head of 
HAB, the LCSD decided to sponsor their programme and later the CP even approach 
them actively for invitation of programme presentation proposal. Since then the 
Harmonica and quintet receive support from the LCSD, though recently the CP has 
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turned down their proposal with the reason the group is developed matured enough 
to present themselves. Orchestra A demonstrates similar, Leanne thinks their start off 
is difficult, but once they got the first 1-Year Grant, they enjoyed more steady 
development with funding coming from different source. Both Group C and 
Orchestra A enjoy support from much wider sources now, not only the public 
resources support their activities, they have support from many private patrons as 
well. Orchestra A even got the sponsorship of an architect firm to have the orchestra 
office inside the architect firm office. The personal connection of the groups do help 
to gain them connections to private patron, but their position in the funding system 
also helps. 
In sum, musicians and the funding bodies might share similar vision of 
promoting arts development and opportunities, but the mechanism of how funding is 
allocated might distort some of the original intention. Arts administration is the key 
to bridge the mechanism and the artists. Some groups are limited in transforming 
« 
their administrative efforts into energy that helps that group to develop, 
administration was treated an additional workload to be done to fulfill some sort of 
requirements. Nevertheless, some musicians demonstrate their success in managing 
the two "languages" as administrators by applying administration in facilitating 
artistic excellence. They effectively approach the system and get a position within it 
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through administrative efforts, which eventually gain them more resources and 
enable them to pursue further development. 
6.5. Arts Administration as a Field 
We attempt to understand how quasi-professional and amateur make their way 
through the funding system. Music groups would get more resources if they are 
capable in administrative practice and able to successfully use administrative 
practice to improve their standard. In the following section, we would discuss how 
the negotiation of resources could be illustrated in our theoretical framework and 
contribute to the discussion of field of cultural production. 
Field of Administration and Field of Power 
The funding bodies are the bridge between the policy-making body and the 
music groups. Funding bodies are the arts administrators which serve as the 
intermediaries between the field of power and field of cultural production. Field of 
power is "a field of forces structurally determined by the state of the relations of 
power among form of power, or different form of capital" (Bourdieu, 1996b, p.264), 
it values highest the economic principle. In this study, the Policy Address reflects the 
disposition of the policy makers that attempt to make arts a tool for economic and 
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social value. The policy bureau and departments hold the authority to impose their 
value on the artists, and could thus be regarded as the field of power. Nevertheless, 
while the field of administration could be part of the field of power, administrators 
carry their disposition and inclination that could be different from the policy makers. 
There could be overlaps, but when the administration, trying to put forward the 
economic value, they create a system of practice which at the end the system might 
override the original intent of the policy. Or there are times when the policy-makers 
hold the economic principles to assess arts value, and the administration as the 
intermediaries try hard to strike a balance between arts value and economic value, 
which in the process, produce another sets of values. I have discussed earlier how the 
mechanism trying to strike a balance, perhaps unintentionally encourage 
administrative disposition while inevitably compromise others. The field of 
administration is thus a separate field that carries its own habitus during the process 
of putting policy to practice. It serves as an intermediary while bridging between 
government and arts group, reinforcing the distance between them when both side‘ 
relies on the administration and the funding system to realize their value. 
From Policy and Practice: Discretion and Rationality 
The emphasis of economic principle in the field of power is realized in the policy 
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agenda of Hong Kong. The government sees economic value and social value in arts. 
In the latest policy address of 2009-10, the rationale of supporting arts group is to 
enrich cultural life. Through preserving and developing local indigenous form of arts 
to highlight Hong Kong as an international city, cooperation with other governments 
in Asia region helps enhancing Hong Kong's position as art and creative hub 
(HKSAR Government, 2009). In 2008-09，the vision of cultural policy is to develop 
Hong Kong into a world-class arts and culture destination. The policy agenda 
includes joining hands with performing arts groups and travel trade partners to 
leverage cultural products to enrich visitors' nightlife and travel experience (HKSAR 
Government, 2008). The Home Affairs Bureau which is responsible for arts and 
cultural affairs, set their objectives and responsibility as: “to continue playing a 
supportive role in arts development and to encourage the provision of a rich, colorful 
and varied arts environment, blending the best of East and West. We will ensure that 
the social environment remains conducive to diversified arts development, encourage 
creativity and promote understanding of our national heritage" (Legislative Council/ 
1998). 
The role of administration is to implement or execute law and policy. The term 
"bureaucracy" is often used to describe the administrative machinery of the state, 
that are officials and civil servants responsible for government business (Heywood, 
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2002). Weber has extensively studied bureaucracy, bureaucracy is governed by 
rational rules and is hierarchical, impersonal and professional. Business is managed 
based on written documents and filing system, and rules are strict to minimize 
personal discretion (Heywood, 2002), Features of administration are different from 
that of the policy-making politicians, and they are striving for different interests. 
The cultural policy provides direction but does not spell out the actual policies, it 
leaves the administration the discretion to put policies into practice, and mechanism 
is set up to allocate resources. For instance, "to highlight Hong Kong as an 
international city", local indigenous form of arts is promoted, large amount of 
resources are used to promote Chinese opera. The LCSD Audience Building Office 
set up the District Opera Parade. For arts support, schemes are established in order to 
"enrich cultural life", we have mentioned the schemes in Chapter 3 which include 
the venue support and programme sponsorship of LCSD. 
The policy might leave the. administration high autonomy to realize the policy 
direction in concrete terms, the administration could not implement it arbitrarily. 
Bureaucracy acts with rationality. In modem days, capitalistic market economy 
demands official business of the administration to be discharged unambiguously, 
continuously and with as much speed as possible. Duties are to be carried out 
according to purely objective consideration which means according to calculable 
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rules and 'without regard for persons', 'without regard for persons' is a watchword 
of the market or of pursuit of naked economic interests (Weber et al, 1991). The 
rationality is realized in the arts support mechanism, the LCSD tries to be objective 
and balance interests of different parties. The setting up of 'marking scheme' 
provides the objective measurement; it relies on track records, to increase 
predictability of attendance rate, artistic standard and difficulties to cooperate with. 
The computer system used to pick the selected applicants helps to minimize personal 
effects on the selection. To make the selection more reliable, experts and 
professionals in that regard are consulted to endorse and approve the selection. The 
programme sponsorship and presentation use similar mechanism to select applicants, 
track record and professional advice are used to assess against the criteria. 
On the other hand, rationality implies rules and regulations. Procedures are set up 
to ensure the system is objective and rational. Groups need at least 3-6 months to 
apply for a venue, and even longer for the programme sponsorship. Procedures are 
necessary for administrators to go over different stages include assessment of each' 
criteria, going over the marking scheme, endorsement from advisory committee, 
overall monitoring of programme mix etc. 
In the field of power, instead of purely being the intermediaries, administration is 
skewed towards the economic value, together with the rationality principle, the 
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criteria to allocate resources tend to pursue effectiveness and efficiency as a result. 
The audience appeal, popularity of previous programmes, arts promotion value, 
balance of programmes etc. all concern about bringing the arts that the public wants. 
Indeed, the LCSD states in their core values as Customer focus, Quality, Creativity, 
Professionalism, Result oriented, Cost-effectiveness and Continuous improvement. 
But some core values are contradictory, striving for effectiveness in economic 
terms and the customer focus, might compromise quality, creativity and 
professionalism. The mechanism of selection once again reflects how the LCSD 
attempts to get a balance. There are no clear descriptions on how the administration 
comes up with the program sponsorship/ presentation, the process is a back-and-forth 
communication and negotiation with the arts groups. The administration tries to 
balance every element every time thus there is no hard-and-fast rule. Similar applies 
to venue support, not only the marking scheme helps balance different elements, 
administration also oversees the programme mix of the whole city to balance 
programmes of different arts form and content. * 
As a result, the mechanism seems like a black box to some arts groups, they have 
no idea how the administration allocate venues and sponsorship. The rationality 
principles go after effectiveness and efficiency, with objective and impersonal way 
of operation, but since arts is in no way to be measured entirely according to 
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quantitative terms, the mechanism is filled with clear routine (standard procedures) 
as well as unambiguous convention (assessment and allocation). Only arts groups 
having similar values with the system would be able to approach it and take 
advantages of it. 
The ADC, on the other hand, is not a bureaucracy, they are not ADC is a 
statutory body composed by 27 appointed members, of which 10 are elected by arts 
constituency, they are responsible for overseeing the administration of the ADC. 
These members are "professional and enthusiastic advocates.. .dedicated to the 
formulation and implementation of sound policies to promote the arts in Hong 
Kong" (ADC, 2010). In terms of value, the core values of ADC are 1) Freedom of 
artistic expression; 2) Overall development of the arts in an embracing society that 
cherishes plurality and diversity in the arts; 3) Igniting the creative spark in a city 
and enriching the quality of life of the public; 4) Social cohesion, humanistic values 
and community spirit; and 5) Equal access to culture and the arts. The ADC 
emphasizes more on artistic value in the support and promotion of arts. The grant‘ 
examiners are recruited within the industry showing that the ADC is more 
sympathetic and understanding to the arts groups. Indeed among the music groups 
interviewed in this study, many respondents believe that the ADC understands more 
about their needs compare with LCSD. The ADC is less strict in terms of 
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bureaucratic procedures. 
Nevertheless, while the 27 members form the decision making body of ADC, 
they cannot fully involve in the execution of policies, members who engage in other 
profession and organizations also have little concrete power in execution, the 
selection is still depend on administrators. The ADC operates with the government 
funding, and the resources they got is relatively scarce compare with larger art 
groups which get subvention from HAB. With the limited funding, the ADC has no 
way but to set up the filtering mechanism to select groups that are most suitable to 
receive the funding. Receiving the public money, the ADC is the intermediaries to 
allocate resources on behalf of the government, and is held responsible to the public. 
Working closely with other government departments, "it hopes to reach a strong 
social consensus on arts development in Hong Kong, a focal point where ideas, 
practices and influence converge to distinguish the city as a cultural metropolis in 
Asia where a thriving arts community with top-notch talents takes root" (ADC, 
written reply, 2010 May 25). Despite its statutory status, the notion of 
cost-effectiveness inevitably penetrates in the system. While artistic expression is 
important, the purpose of the grants is to eventually establish Hong Kong as a 
cultural metropolis, arts is a mean to an end. 
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Reflexive Institutional Habitus 
Habitus of the administration is realized through their practice in the field of 
cultural production and administrators act according to rationality, but while habitus 
is a thoughtless inclination, it does not blindly follow the principle of rationality. 
Habitus is not overwhelmingly deterministic, Habitus is in constant conversation 
with present experience which provides it with external stimuli, it "allows one to 
respond to the current state of play, whilst simultaneously limiting one's responses, 
and as habitus operates in relation to field, also ensures that removal from the field or 
entry into a new game" (Sweetman, 2003, p.534). Ostrow points out that the path of 
habitus is not mechanically determined, the path from disposition to conduct is 
unclear and the role of habitus is to set the pre-objective framework for practice, 
'without any press rules or does that automatically and mechanically 'tell' us what to 
do’（Ostrow，2000，p.318). 
Reflexivity of institutional habitus allows administrators to respond to different 
situations. It explains the unpredictability within the routine and standard procedures! 
Track records and advice might be reliable to pursue rationality in allocating 
resources. The administrators are often challenged with putting creative elements in 
the system. For instance, the Cultural Presentation Section is required to follow the 
assessment routine as well as be proactive in bring in new elements. The design of 
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themes might be conventional (using anniversaries or special events) or but 
creativity is also a key. The CP receives proposals from different arts groups, the 
duty of CP need to be flexible enough to co-ordinate different events if they are 
overlapping and re-package into something innovative. Flexibility is thus a crucial 
characteristic administrators need to possess. 
6.6. Negotiating with the Administration 
Administration of Arts Groups 
Capturing the disposition of arts administration in funding bodies is significant 
in taking advantages in the system, switching between the artistic language and 
external language would be a challenge for some artists. In the field of classical 
music in Hong Kong, not many music groups could afford the staff for 
administration, most of the time, musicians of amateur groups are the administrators. 
We have discussed in Chapter 5, music groups spread along the spectrum from 
hobbyist to professional. Hobbyists are either not committed or developed enough to 
achieve higher objectives, their basic objective is to maintain a music group to play 
music for leisure. There are groups that are well-developed and of high standard, but 
since they do not have many planning to further develop, nor they wish to actively 
engage with the public, it is more appropriate to regard them as hobbyists. Hobbyists 
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are not ambitious in making their way in the funding system. The amateur 
nevertheless demand more from the funding system. Concerning more than 
surviving, amateur groups are committed in bringing arts to the public, through 
being educational, diversified, and promoting their sub-field and in general music to 
the community. The quasi-professionals are even more demanding, aiming to be 
sophisticated in all the aspects, placing an emphasis on artistic excellence and the 
balance between the artistic pursue and other values. 
Different nature and level of objectives lead to different demand and 
expectation to the funding systems, but not that demand from the system get what 
they wish. The key lies in the use of arts administrative practice. As mentioned, some 
of the groups are able to integrate their value into administration, making use of 
skills like networking, promotion, and even archiving to make their arts known to 
more people, and achieving marvelous track record for more and more resources. 
Matching the Habitus ‘ 
Able to make use of administration does not only means the successful groups 
has acquired appropriate skills, it also means they carry the value that fits it the 
funding system. In other words, they are acquiring the habitus of the funding bodies. 
Take Orchestra A for example, when asked why they outcompete other applicants in 
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getting the 2-Year Grant, Leanne reveals that they are doing what the ADC wants to 
achieve, they are unique, progressive, innovative and diversified. The orchestra also 
concerns about cost effectiveness and rationality, Leanne complains about lack of 
space for storage and rehearsal lead to waste of resources as lots of resources are 
spent on transportation of instruments. To be innovative, Leanne once organized 
concerts in other venues, but she complains that she has to spend extra resources on 
ticketing and logistics which is not cost-effectiveness enough. Group C is concerned 
about rationality as well. One member of the quintet thinks that a system needs to be 
established to ensure administrative works of arts groups to be handled effectively. 
He suggests an administrative secretary to be sponsored by the government who 
would be handling the administrative tasks on behalf of one or many arts groups. It 
would increase the efficiency of arts groups in operation, and it would save the 
artists from overload with administrative tasks that might be irrelevant to artistic 
pursuit. Apart from the need of administration, the quintet thinks different standards 
need to be established in the sub-field of harmonica. The standards are set along the 
skeleton of development which include numerous aspect of: 1) composition of 
original harmonica music; 2) instrument design; 3) quality to kick off professional 
performance; 4) international activities; 5) publications on harmonica music and 
activities; 6) career plans for musicians. The move to formalize and standardize 
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illustrate their determination to rationality, aiming for development that can be 
measured more easily. Both Group C and Orchestra A have strong belief on 
rationality in organization and using of resources. They are more able than their 
counterparts in appealing the funding system as their inclination matches with that of 
the allocator. 
The Appropriate Capital 
To match with the habitus of funding bodies, one needs to possess or acquire 
the necessary capital. The capability of administration which demonstrates 
excellence builds upon various kinds of resources or capital. Bourdieu believes that 
each players enter the field with a particular set of capital and the amount of capital 
in hand affects ones' position in the field. Capital could be divided into economic 
capital, social capital, cultural capital and symbolic capital. In the negotiation with 
funding bodies, social capital proved to be significant. The importance of networking 
has been mentioned earlier, connections with peers in the music community increase 
chances of performances which polish the profile. Connections with other prominent 
individuals are crucial, case of Group C has well demonstrated. With the status of 
District Councilor, Lam, the found of Orchestra H enjoys lots of network with the 
government and corporate. As he also admits that big organizations show support 
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because, it is all about 'giving face'. 
Cultural capital is also crucial in the negotiation. In the world of serious music, 
excellence defines one's position. HKPO and the Hong Kong Sinfonietta are 
recognized to be the first tier, some belong to the second tier though identification is 
relatively unclear. Standards of a group are evaluated by others in the field including 
peers or music critics, if they manage to get their attention. Expert and practitioners 
who are within the field would make advice and recommendation according to their 
observation and evaluation. On the other hand, administrative skills which are the 
demonstration of knowledge of management, planning, and organizing could also be 
regarded as a form of cultural capital. The knowledge is legitimate and crucial when 
dealing with organizations that drive for efficiency. 
6.7. Chapter Summary: Mapping the Field 
Administration is the theme of the chapter. The key for music groups to get the 
resources they seek for is to speak the same language of the administrators or the 
allocators. The language is not only realized in the administrative practices music 
groups adopt but the beliefs they hold. Artists that weight administrative efforts 
heavily are more likely to appeal the administrators. As an allocator of public 
resources, the funding bodies uphold values of rationality which systems and 
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procedures are emphasized. The mechanism of selection and filters inevitably 
eliminates those who fail to match with the procedures. Thus to facilitate this 
rationality, arts groups adopt administrative practices to make it easier for the 
allocators. But apart from pure rationality, the funding bodies attempt to strike 
balance between various values. The reflexivity allows the administration to share 
similar goals and ideal with the artists. Artists therefore need to demonstrate the 
ability of bilingualism, speaking both the artistic language and administrative 
language. 
Putting back in the field analysis, field is the objective relations between 
positions, the funding bodies as administration is a field which is within the field of 
power yet separated from it. The implementation of cultural policy into arts support 
practice is a reflection on how funding bodies position themselves between the 
government and the arts groups. In the field analysis suggested by Bourdieu, the 
field of cultural production is in constant negotiation with the field of power. I argue 
€ 
that under the funding policy, what artists need to negotiate directly with is the field 
of administration which could be distinguished from the field of power, though both 
trying to impose certain value on the artists. Success under the funding policy is 
determined by whether music groups acquire the habitus of the administration. 
Nevertheless, not all music groups are desperate to be successful in funding 
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system. The concept of amateur offers an understanding revealing that due to 
different model of operations as mentioned in Chapter 5, they have different 
expectation on the funding system. While the quasi-professional groups are more 
often benefited from the public money, groups moving farther away from the 
professional end of the spectrum are also moving farther away from the funding 
system. 
We end the discussion with a brief diagram attempting to capture the relationship 
between field of power, administration and classical music production. The field of 
classical music production as a field of cultural production is within the field of 
power as Bourdieu (1993) suggests. The field of cultural production is always 
influenced by the later, funding policy serves as one of the many aspects to illustrate 
the relation. But under the funding policy, the role of administration, i.e. the funding 
bodies should not be overlooked. The system which is established to allocate 
resources inevitably creates anpther set of values when it operates, it is crucial for 
the artists to acquire not only the practice but the system of dispositions or habitus of 
the administration so to get resources. Amateur artists often work as administrators 
to deal with the system, and through the process of negotiation, the field of cultural 
production overlap with the field of administration. A rough pattern has been found 
that more professional the amateur is, the closer to the administrative field they will 
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be, but it needs further exploration to examine the more specific relationship 











































































































































































This chapter would be a conclusion of the thesis. The three research questions 
stated at the beginning of the thesis would be revisited: 1) What is the position of 
amateur music groups under the funding system? 2) How do amateur music groups 
negotiate with the funding bodies? 3) What is the role of arts administration in 
bridging between the government and the amateur, and thus the field of power and 
field of classical music production? These questions lead us to the mapping of 
relationship between amateur, field of classical music production and field of power, 
which is the objective of this thesis. At the end, limitations of the study would be 
addressed. Implication of the study on cultural policy would also be stated, 
recommendations would be made on possible improvements for the current funding 
policies and system. 
< 
The Position of Amateur 
The position of amateur involves entrance to the funding system. As such, it is 
crucial to know if the amateur is being included in the relationship between music 
production and the government at the first place. The concept of amateur has been 
thoroughly discussed in the literature review, amateur should be distinguished from 
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hobbyists and dabblers in terms of seriousness and commitment, they are also in 
many ways connected with the professional as their standard and commitment could 
be close to professional. A spectrum is thus suggested in which music groups are 
ranked on a continuum from professional to quasi-professional, amateur and 
hobbyists. Since the groups display different levels of commitment and standards, 
their demands on the funding system vary. The difference in demand is largely due to 
their different objectives; hobbyists perceive the music groups as a platform to play 
and perform music, amateur who concern more than survival perceive the group as a 
platform to share their ideals on music but according to the situation in Hong Kong. 
Musicians believe that serious music is worth sharing with others, however, the 
appreciation of serious music is not widely valued. Music should be made more 
approachable and educational so both audience and musicians are better able to 
appreciate it. Repertoire should thus be diversified. But artists also believe that 
artistic excellence should not .be compromised when they bring their works to 
audience, both breadth and depth is important. These beliefs and perception formed 
part of the system of dispositions, or habitus, leading to the inclination of musicians. 
But for the hobbyists, the lack of commitment and relatively lower standards prohibit 
them from pursuing for the ideals, they are more likely to treat the music groups 
more as a mere platform to play music. These problems are not found on the amateur 
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and quasi-professionals. They want to pursue more, and in order to succeed, they 
need more resources. 
Because the funding system involves public venues that proved to be very 
important for all performing arts groups, all groups are to a certain extent within the 
funding system. However, some groups, often hobbyists, choose not to depend on 
the funding system because they funding needs are minimal. There are groups that 
attempt to obtain more but fail, sustaining within the funding system seems to be 
hard for some amateur. The quasi-professional and some other amateur prove to be 
the centre of the system, they are benefited from various schemes and some even 
manage to sustain themselves at the system core. The position of music groups under 
the system thus depends on the position they occupy in the spectrum of 
professional-amateur-hobbyists, it is argued that groups are closer to the core of the 
funding system, if they are close to the professional end. 
< 
Negotiation 
Groups that are close to the core of the funding system imply that they are keen 
on negotiating with the funding bodies in getting more resources. The policy-makers 
justify the policies to support arts by emphasizing the economic value of arts as well 
as the social benefit arts bring to the society. The authority hopes to use the resources 
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efficiently in generating greatesr benefits. Within the field of power, the field of 
administration is bias towards the economic principle of the field of power. But since 
the policy-makers cannot spell out every policy clearly, the administration i.e. the 
funding bodies are entitled with certain discretion and autonomy to put policy into 
practices. In the process of implementation, procedures are needed to build up a 
system that is fair, objective and rational. Rationality is the principle administration 
follows, it forms the habitus of the administration. But habitus is reflexive, while the 
funding bodies opt for rationality and is bias towards economic principle, they want 
to strike a balance between arts value and economic value which could be 
contradictory. Administrators need to be flexible when providing services to artists, 
they have to consider the needs of the artists, while following the principles of their 
own and of the policy-makers. 
Nevertheless, despite that administrators could be flexible, arts groups need to 
adopt the administrative practices to make use of this flexibility. Administrative 
< 
practices imply not only a set of behaviors, but also a set of values. The concept of 
'bilingualism' is mentioned. Musicians need to speak both artistic language and 
administrative language in order to better appeal the funding bodies. If 
administration work is simply regarded as some sort of work to do away with the 
procedures, it is not likely the arts groups would get much resources. It would be 
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much more appealing if arts groups can integrate their artistic value with 
administrative practices. The integration implies the acquisition of administrative 
habitus, in order words, the artists need to believe in the rationality and even the 
economic principle funding bodies follow. Acquiring the right habitus is the way to 
succeed in the negotiation of resources. 
Intermediaries and the Mapping of Relations 
The administration serves as the intermediaries between the field of power and 
field of classical music production. Cultural intermediaries generally refer to those 
working in-between production and consumption (Negus, 2002). They have "cultural 
authority as shapers of taste and the inculcators of new consumerist dispositions" 
(Bourdieu, 1984 cited in Nixon and du Gay, 2002). In this study, administration is 
viewed as the bridge between the government and musicians. If the government is 
the provider of funding, musicians are the consumer. The administration consist both 
< 
administration of the funding bodies, and administration of the musicians. But since 
amateur music groups cannot afford to have specialized personnel for administration, 
the musicians are the administrators, and thus they have to adopt the administrative 
practices in order to negotiate with resources. The administration of the funding 
bodies carries their own values and authority to exert their influences during the 
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process of allocation. But at the same time they integrate values of field of power 
and field of music production in the process. The administration forms a bridge 
between the two fields, while maintaining a distance between them. 
In mapping amateur in the relationship of the two fields, the study revisits the 
framework raised by Bourdieu. Serious music is a restricted field of production 
follows the autonomous principle, whereas the field of power which follows the 
heteronomous principle, constantly try to impose their value on the restricted field. 
The government imposes the economic value through its policies. The funding 
bodies, which form the field of administration, impose the economic value on behalf 
of the government, while adding their own value in the process. Musicians acquire 
the belief and language of administration to obtain resources to promote their own 
artistic value, thereby following their autonomous principle. On the other hand, the 
spectrum of hobbyists, amateur and quasi-professional suggests thes level of 
negotiation. Quasi-professional and amateur are better in acquiring administrative 
practices and beliefs, thus they could be overlapped with the field of administration 
as seen in Figure 6.1. 
7.2. Implications on Cultural Policy and Arts Support 
Dominance of the Government 
154 
The field of cultural production is always operating within the field of power 
and the class relation. The field of power always tries to impose its values on artists 
through the intermediaries of arts administration. Some of the original intent might 
be distorted during the process. Various sets of values are imposed in the process of 
communication among government, funding bodies and artists, and some values are 
more encouraged. 
The negotiation between amateur musicians and the funding bodies highlights 
the dominance of the government in arts development, as well as the dependence of 
musicians on public resources, regardless of financial support or infrastructures. 
Music groups are often in passive position, administration of funding bodies are 
often more decisive in influencing who gets more. Artistic excellence is important, 
but acquiring administrative skills and values is of similar importance. The 
dependent relation limits not only autonomy of artists, but also diversity. The 
seemingly diversified scene of arts and cultural programmes are 'created' or 
4 
arranged through projects supported and venue allocated. 
Venue relates to space which very much reflects the dominance of government. 
The major problem encountered by music groups is the lack of space for practices 
and performances. The high rent discourages musicians from having spaces for 
practices and storage in private properties. Even the rent is affordable, regulations on 
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noise and use of land often limit musicians from using a space for music freely. 
Many are being forced to go underground or rely on government infrastructure. 
The government has identified reactive policy to be the way it commits to arts 
and cultural development, but the influence of government seems to be larger than it 
is supposed to be. While it provides support to artists, it nonetheless limits arts 
development. Artists have little choice but to be dependent on the government, but 
the government on policy-making or administration is not exactly friendly to them. 
The funding bodies and policy-makers might have the good will to support arts 
development, but the strive for economic efficiency is in conflict with the value of 
musicians. 
The Unavoidable Procedures 
The current cultural policy results in the enormous influence of the government 
on arts which is often unintentional. The policy-makers try to seek economic value in 
4 
arts activities, and support arts when it fails to sustain itself. The arts support system 
mainly relies on funding and venues, while trying to put forward the tendency of the 
policy makers, the allocation mechanism generates another set of disposition that 
aims increase stability, fairness and efficiency of the process. The standardization of 
measures however hinders artists from getting supports. 
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Suggestions on Formulation and Execution 
To deal with the limitations, improvements should be made on policy-making 
level and execution level. It is suggested that the government should first be aware of 
its disposition and influence on arts and culture, and re-evaluate its own position in 
arts support policy. In the development of West Kowloon Cultural District, arts and 
culture is only a part of the grand project of city-branding, involvement of artists are 
limited. Planning of land use and infrastructures are led by the government and the 
commissioned architect firms. The government should be aware of the unintentional 
negative impact brought by policies and regulations of other aspects. The 
policy-makers should be restrained from dominating the policy-making process, and 
should give more power to statutory bodies composed of practitioners and experts in 
the field like ADC. The influence of ADC is so far limited for its limited power of 
execution and financial resources to be mobilized. The government can also increase 
€ 
more channels for the amateur and artists in community to involve in the policy 
making process. 
On the execution level, the allocating mechanism and standardized procedures 
might be inevitable, the awareness of administrative disposition is nevertheless 
crucial. The administrations are often unaware of the problems and confusion caused 
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by the ambiguous mechanism. While the administrative supports for artists should be 
enhanced, the administration should be more flexible in working with artists that 
have limited administrative skills. 
7.3. Implications on Amateur and Amateur Activities 
The current cultural policy only divides arts groups into major and 
small/medium sized which has overlooked the complexities of amateur and their 
activities. While amateur carry the same habitus, like aiming for excellence and 
trying to promote music to the society, they have different objectives in playing 
music. They have different priorities according to the resources in hand, resources 
can be knowledge and skills (cultural capital) or networking (social capital) etc. 
Among these musicians, many play music to satisfaction and self-fulfillment. This 
study categorizes music groups into quasi-professional, amateur and hobbyists along 
a spectrum with their standard,, commitment and seriousness. The spectrum signifies 
the dynamics of amateur activities, and challenges the dichotomy of professional 
against amateur. 
The policy makers and funding bodies should be more aware of the complexity 
of art community. The Home Affairs Bureau provides direct subvention for the nine 
major arts groups, and supports for all artists of rest are responsible by the LCSD 
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which only differentiates artists by genre but not standard or composition. ADC is 
seemingly more aware of the difference between different groups, for their 
One-Year/Two-Year Grant are introduced in support of artistic excellence, and the 
Project Grant supports projects that are dedicated to bringing the arts to the local 
community and the wider society (ADC, written reply, 2010 May 25). 
As we are now in the era where new leisure ethics is replacing old work ethics 
(Roberts, 2006), the cultural policy should be more compatible to the gradually 
changing art community composed by not only professionally trained artists, but also 
hobbyists and committed amateur. If the West Kowloon Cultural District is an 
attempt to create an area for arts activities to blossom, the policy makers should not 
sacrifice the amateurs for the local elites and international stars. 
7.4. Limitations and Future Direction 
There are several limitations in this study. My understanding towards the 
allocation process in ADC is relatively limited as ADC turned down my invitation of 
an official interview. The written reply is limited to information that it is hard to get 
beyond the most 'official，answer for more insights. The One-year/Two-year grant 
and Project grant selection process would be helpful to our understanding to how 
administrative system is at work, it would be better if a more detailed description 
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would be provided. Since ADC is a statutory body instead of an official department, 
the examiners and committee are mostly practitioners and experts from the field, it 
would perhaps provide additional insights on artists as administrators and 
administrators as artists. The system of dispositions or habitus might perhaps be 
different from the official department too. The study is limited in capturing the 
differences between that, further researches are needed to explore. 
Due to limitation of time and resources, I have interviewed only nine amateur 
music groups, it is not enough to capture the whole scene of amateur western music 
activities. I have only included instrumental groups, there are a lot of chorus in Hong 
Kong. But since they are quite different from the instrumental groups in terms of 
member recruitment and rehearsals venue, I choose not to include them in this study. 
Cross-over is getting more common, more groups are trying out new performing 
style with integration of instruments other than the traditional instruments found in 
symphony orchestras. 
I have only chosen LCSD and ADC as the representation of public funding 
system, as they are the major official bodies responsible for allocating resources on 
arts development, but there are other channels where public money is used on arts. 
The 18 District Councils in Hong Kong often organize cultural activities in the 
community inviting artists to perform. Each District Council has its own Arts and 
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Culture Association to promote cultural activities using the District Council budget. 
The Hong Kong Arts Festival organizes a 4-5 week long festival every year with 
programmes staged by international and local artists. The Festival as a charitable and 
non-profitable organization receives grants from LCSD every year (Hong Kong Arts 
Festival, 2010). According to the interviewees, The Arts Festival also enjoys higher 
priority in getting LCSD venues every year. On the other hand, the Music Office 
established by the government in 1977 currently manages and trains 18 youth 
orchestras, bands and choirs, and organizes music programmes and exchange 
activities for young people. This study is a case study of how music groups approach 
and survive under current policies, the Music Office is part of the government having 
little connections with other music groups and is thus not included in the discussion. 
Nevertheless, despite the limitations, the study does make some contributions. 
Amateur activities are still very much understudied in Hong Kong. The pursuit of 
leisure is getting more important, both consumption and production of cultural 
activities is getting more common. This study serves as a start to understand amateur 
musicians in Hong Kong, but it only limits to amateurs playing classical music 
instruments. More research is needed to understand more about amateur of other 
fields in arts, photography, sports, sciences etc. 
The study starts off as a discussion of production and regulation, many studies 
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of cultural production emphasized on the large-scale field of production, 
investigations on restricted field of production is however undermined. More studies 
could be done in this direction, especially when the boundary between large-scale 
field and restricted field is blurring. 
The study contributes to the understanding of amateur music activities in 
relation to cultural policies in Hong Kong. Music graduates have limited 
opportunities to perform in Hong Kong and start various music groups of their own 
to promote music playing. More students are learning instruments nowadays, 
knowing how to play at least one musical instrument seem to be an admission ticket 
to good schools. Working population is demanding for more leisure after work, 
music playing maybe an option for some. Regardless they are the hobbyists, amateur, 
or quasi-professional, these people are contributing to the classical music production. 
While the grand West Kowloon Cultural District project is on the way, aiming to 
"put Hong Kong in the world map as an international cultural metropolis" 
« 
(Legislative Council, 2004b)� the amateurs should be placed in a more significant 
position in the discussion of cultural policies. The government should be more active 
in creating a friendlier environment for these hidden musicians who are making the 














































































































































































































































































































































































































































































































































































































































































































































































































































































































List of interviewees. 
Name Organization Position 
Leanne Group A Founder and director 
Karen Group B Founder and director 
(members and Group C Founding members and 
manager) manager 
Carl Group D Founder and director 
Benson Group E Conductor 
Fu Group E Manager 
Moon Group F Founder and director 
Winky Group G Founder and director 
Lam Group H Founder and director 
Lau Group I Founder 
Queenie LCSD — Cultural Presentations Section Senior Manager (Music) 
Wong 
Yin LCSD - Cultural Services Office Senior Manager 
(unofficial) 
Tang LCSD - Festival Office (unofficial) Manager 
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